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PART VI. 



The trumpets. 

(Tromba or clarino, trompette.) 
1) The natural and ventll trumpet; 2) alto-; 3) tenor-; 4) bass-trumpet. 

The natural- and ventil-trumpet. 

The trumpet occupies an important position in the group of brass instruments in the orchestra. Music for 
it is written in the violin clef, and its compass is from 

4 



ppp 



The tone of the trumpet is, f or ff, clear, brilliant and ringing; mf expressive, and p, tender and even 
noble; it is particularly useful in expressing exaltation, pride, chivalry, warlike and joyous feelings. The trumpet: 
occurs in various pitches, like the horns; at every pitch the following are playable: 
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since these are the open or natural tones. The trumpet has been in use since the beginning of the 17 th century 
Monteverde wrote the overture to his opera Orpheus for 5 trumpets. It was the earliest wind instrument to be 
used regularly at the end of the 17 th century in the orchestra in combination with the strings, but it was not 
then very prominent. It was first used a due or a 3 in brilliant passages by Bach and Handel, as well as a 
solo instrument and with the human voice. 

From that day to this the trumpet has been much altered and improved, not only mechanically and 
technically, but in the actual use made of it. The older masters were limited in its use to the deep and medium 
open tones (cf. table s. v. 'Horn' pt. IV) and the artificial tones of the upper octave of the D or C trumpet; thus: 
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Nevertheless the instrument was very effectively used by these immortal masters in the following works: 



Handel, Alexander's Feast. 

„ Judas Maccabaeus. 

„ Israel in Egypt. 

„ The Fire and Water music. 



J. S. Bach, B-mi. Mass. 

,, Christmas Oratorio. 

„ St. Matthew Passion. 

„ Cantata 'Ein feste Burg\ 



In these works the trumpet part often goes up to notes which cannot always satisfactorily be played by 
modern players on the C- and D-trumpets because of the technical difficulty and the great strength and 
endurance required. This may be due to the fact that in past times the pitch was lower than now, the nature 
of the instrument and of its mouthpiece may have differed, and the players trained with a view to their per- 
forming such music. 

*) The crotchets can only be produced by a particularly good embouchure on the C- and D-trumpets, the former of 
which sounds as written for, the latter a tone higher. 

**) In order to play such passages now players use a specially constructed trumpet in 1) whose compass is from, 



the minims are open notes. 




With all .chromatic intervals. 
This sounds a major 2»* higher than written xon 
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In the latter half of the 18 th century the trumpet fell into comparative disuse and its brilliancy waned; 
players neglected the higher octave in which they could have played melodies, arid thus the instrument became 
as it were subordinate. 

An advantage accrues from the use of crooks, whereby the beauty and characteristic quality of its tone 
is enhanced, and the number of practicable keys increased. This use of crooks began with the lower pitched 
trumpets; thus the trumpet in C had Bt(, Bt 7 and A crooks. Later the trumpets were constructed shorter (the 
tube wound more) in Ei? with D and C crooks; then followed the i^-trumpet with E, Et> and D and even D? 
and C crooks. A trumpet in G was constructed with F, E, E{? and D crooks. 

Through these means the use of the trumpet was naturally extended. Haydn used the D, C- and Bfc>- 
trumpets, Mozart that in Et 7 , Beethoven that in F ^Egmont), Weber that in E (Jubel-Overture). Trumpet parte 
in A and Bit are not often found; still less often those in D)2 or F#. 

Of these variously pitched trumpets the open tones only were utilized. By means of the above-mentiuned 
shortened form of the trumpets the player was enabled by stopping (cf. Horn part IV) to play diatonic and 
chromatic scales. But this stopping destroyed the original trumpet tone, and left in its stead one of a duller 
quality. So far as I am aware the classical masters made no use of these stopped tones, yet they were apparently 
frequently used by the virtuosi of their period. 



The Ventil trumpet. 

A great advance was made by the discovery of the ventil, which was introduced to the shortened trumpet. 
Now the intervals which lay between the open tones could be produced of like strength with the open tones 
themselves. Since the discovery of the ventil the natural trumpet has gradually disappeared from our orchestras; 
yet it is still occasionally found in operatic music and in marches and in cavalry bands, where it is used for 
trumpet calls, which are constructed of open tones only. 

On the following table 15 different pitched trumpets will be found, which are divided into three classes, 
deep, medium and high. The tone in the deeper octave of those in C. Bh, Bb and A is full yet not very clear; 
of the middle octave it is clear and noble; and of the higher octave very bright and penetrating. Horns in F, 
E, Etz and D are quite different from the above in tone-colour. In the deeper octave they are clear arid full, in 
the middle brilliant, and in the upper the practicable tones are sharp and piercing. The high-pitched horns C, 
Bi, Bt2 and A, the deep register sounds similar to the same register of the deep 0-, Bt|- and Bb-trumpets from 
c 1 to g 1 ] and from g 1 to g 2 the tone is clear. The more difficult tones from g 2 to c 3 are sharp and disagreeable. 

The tone of the rarely found trumpets in Dfe, G and Afe is as follows. On that in DI2 it resembles that 
of the D- and C-trumpet. The G-trumpet is sharper and harder than that in F. The Ab-trumpet is the dullest 
of the three. 

On the following table the minims are the open tones. The small brackets (1 ) show the deeper notes 

which are not clear: the large brackets show the best register: the following two small brackets over the higher 
notes show these which are difficult — which are generally only used f or ff. The first of the two brackets 
over the deep tones shows these which are dull and hollow; these are not included in the notes for higher 
trumpets. 
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Method of writing* for (and actual sound of) trumpets in all keys. 



Actual 
sound. 



Tromba 
in A basso. 



in Bt? basso. 3 

'&4 



in B basso. 



in C basso. 




in A I? (alto) 



in A (alto, 



in Bi? (alto). "Er, 

a 



in B (alto). 



in C (alto). 



Actual 
sound. 



deep 8™ • i ; 1st. 8*e. ; : 8 ° a 8vo - 3 rd 8™ . 



KB. The notes c#, d, d# and e in the 3 r <* 8™ are not written. D.*F. 6 



Almost all the intervals in the above table, if written too high nor too low, can be played in all grades 
of strength; and most rhythmic figures can be played in slow or quick time and in any key. 
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*) Difficult on the E and F trumpets. 

Diatonic and chromatic scales and passages of chords are playable legato or staccato and with all nuances. 
as the following' example shows. But rapid successions of notes in keys having more than two sharps or fiats 
often offer considerable difficulties. 



Moderato 
5. 
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*) Difficult on the E and F trumpets. 
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If quite short ur moderately broad notes or the reverse are required to be played they must be so described 

hard, broad 
soft, short soft, broad hard, short f f > ^ 



as in the annexed example: 



?le: :p 



as 



or-A-A-V-A—j. 

^-^-- J J ^jp etc. A leap of an octave m 



the higher positions 
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is difficult in D, E2, E or F, 
D. * F. 6 



as also it is to attack a passage p or pp beginning so high as 7fe 

10 mE or F. ^ 

Thus this e. g fc ' 'ircrrrrr 
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especially in E and F, 



are easier: *) 53?: 



if pp 

j)^ in D or Efe. 

s 



v - I would be dangerous for many players. The following 

in E, Ei? or D. . 
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2 ji m E or F. 3) m E, E2 
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Ornaments can be played by clever trumpeters both neatly and well on any interval between 

^ Trumpets in D, Efr or F. 

§ i ^ - -m 

Shakes are also playable within this compass, but are rarely of good effect, Double-tongueing is used 
often instead — that is a rapid repetition of the same note. This tremolo or vibrato is produced by the player 
speaking, as it were, the syllable tike, tike or teke, teke into the instrument. This effect is notified thus in 
the score: 

Moderate ur Allegro. . 
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Not infrequently the sign tr is placed over a note. But as a shake is not meant, obviously the other 
method, which leaves no doubt as to its meaning, is the better. These ornaments are only used in solos and 
generally even then only in the middle register. Still, the tremolo can be played on other notes which lie neither 
too high nor too low. Open or natural notes should be used where possible. Efficient players can make use of 
this tongueing in all grades of strength from p to pp. 

Although all keys may be used for the trumpet yet it were better only to use those with less than 2 or 
3 sharps or flats if possible. In our work the orchestral ventil trumpet is that which we have studied. By 
using the trumpets in D, Efe, E and F other keys with more sharps and flats become comparatively easy; the 
following table will be of use to the student. 

For a piece in C- major: Trumpet in F playing in G-major, or in D playing in Bb-major. 
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*) Nos. 1 and 3 are difficult /* :r=— p. No. 2 is playable in all grades. 
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The following table shows the actual tones produced by the various trumpets, and their open notes, The 
more open notes the better the effect produced. 



Actual 
sound. 
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in D.10 natural tones. 
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in El2. 6 natural tones. : 
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in E. : 9 natural tones. 



^ 



l£ 



I 



in D. 



S&| 



^f 



♦F 



f 



9 natural tones. 



teggj 



:F$-mi.. 



i J: J r.f r 



g-T~~^rr 



i 



s 



ii" jjjJJf»rrr 



in D . 9 natural tones. 



f 



in E . 6 natural tones. 



M 



vj.*p* 



J 



f 



^fF 



iH 



£ 



G-mi. 



m 



3f£E 



ta 



frn "gjJii^ff 



i 



in D. 10 natural rones. 



1 



3Bi 



£# P-mi. 



^ 



^T-^- 



A f 



in El?. 8 natural tones. 



r^ 



m 



i 



Sffi 



a 



i± 



¥F 



in F. natural tones. 



1 



m 



J.T' i rrrrff i 



i 



in Et?. 10 natural tones. 



fs^ 



Cf. in the following the uses made of the difierent pitches. 
Haydn, Symphony in B^-major, movement I, III and IV, Bk-major 2 trumpets in B^ (basso), 2 horns in B^ basso. 

movement II, F-major 2 trumpets in C (basso), 2 horns in F. 
., „ „ G'-major, movement I, III and IV, G-major 2 trumpets in C (basso), 2 horns in G. 

movement II, C-major 2 trumpets in C (basso), 2 horns in C. 
Mozart, Symphony in EiMnajor, movement I, III and IV, D?major 2 trumpets in Ei?, 2 horns in Et 7 . 
„ „ „ C-major, movement I, III and IV, 2 trumpets in C, 2 horns in C. 
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Beethoven, Symphony in E-major, movement I, III and IV E£-major, 2 trumpets in FX 3 horns in E?. 

movement II C-minor, 2 trumpets in C, horn 1 and 2 in C, horn 3 in Ei\ 
„ „ „ B^-major, movement I, III and IV B^-major, 2 trumpets in B? (basso), 2 horns in B? basso. 

movement II E^-major, 2 trumpets in E?, 2 horns in E7. 
„ „ „ C-minor, movement I and III C-minor, 2 trumpets in C, 2 horns in Efc 

movement II A '"'-major, 2 trumpets in C, 5 horns in C. 
movement IV C-major, 2 trumpets in C, 2 horns in C. 
„ „ „ A-major, movement I and IV A-major. 2 trumpets in D, 2 horns in 



A. 



movement II A-minor, 2 trumpets in D, 2 horns in E. 



movement III F-major, 2 trumpets in D, 2 horns in D.**) 
„ „ „ F-major, movement I, HI and IV F-major, 2 trumpets in F, 2 horns in F. 

Weber, Overture 'Euryanthe' E^-major, 2 trumpets in E?, horn 1 and 2 in B? alto and horn 3 and 4 in E>. 

„ Jubel-Overture, E-major, 2 trumpets in E. horn 1 and 2 in E. and horn 3 and 4 in C. 
Schubert, Symphony in B-minor, movement I B-minor, 2 trumpets in E, 2 horns in D. 

movement II E-major, 2 trumpets in E, 2 horns in E. 
Mendelssohn, Overture 'Kuy Bias', C-minor, 2 trumpets in C, horn 1 and 2 in C and horn 3 and 4 in E?. 
„ „ 'Fingals Cave 7 , B-minor, 1 trumpets in D. 2 horns in D. 

„ „ 'A calm sea', D-major, 2 trumpets in D. 2 horns in D. 

„ Reformation-Symphony, movement III Bfe-major, 2 trumpets in Ei?, 2 horns in B? basso. 

movement IV D-minor, 2 trumpets in D. 2 horns in D. 
Schumann, Symphony No. 4 in D-minor, 2 trompets in D, horn 1 and 2 in F, horn 3 and 4 in D. 

„ „ No. 3 in E£-major, movement I and IV Ek-major, 2 trumpets in EP, 4 horns in EK 

movement II C-major, 2 trumpets in F, horn 1 and 2 in E. horn 3 and 4 in C. 
Volkmann, Overture 'Richard my F#-moll, 2 trumpets in E, 4 horns in E. 

Brahms, Symphony in C-minor, movement I C-minor, 2 trumpets in C*), horn 1 and 2 in C, horn 3 and 4 in Efe. 

movement II E-major, 2 trumpets in E, horn in E. 

movement III Ak-major, 2 trumpets in B,*) horn 1 and 2 in Efe, horn 3 and 4 in B basso, 
movement IV C-major, 2 trumpets in C, horn 1 and 2 in C, horn 3 and 4 in E. 
„ „ „ D-major, movement I and IV D-major, 2 trumpets in D, horn 1 and 2 in D, horn 3 and 4 in E. 

movement II B-major, 2 trompets in B, 2 horns in B basso. 
„ Academic Fest- Overture, beginning C-minor, now C-major, 3 trumpets in C, horn 1 and 2 in C, 

horn 3 and 4 in E. 
Wagner, Overture 'Tannharuser' in E-major, 3 trumpets in E, 4 horns in E. 

„ Faust Overture in D-minor, 2 trumpets in F, horn 1 and 2 in F, horn 3 and 4 in D. 
„ „ „ in C-major, trumpets 1 and 2 in F, trumpet 3 in C. 4 horns in F. 

Trumpet music is always written in C; the necessary sharps or flats of the prescribed key are often given 
at the beginning of the trumpet part. But as many players are unused to the signature being placed at the 
beginning, the sharps and flats should also be placed as accidentals in the music itself. Thus 

+ Tromba in F in , D ;, fl.k "* Et7, , „fL in ?' 

j"jjry-uji4jijHJ^Uj t JHjJH- | *i - r"-UJW JJ Wb' | S | VW l 



*oundiug in B? 



sounding in F$ mi 



sounding in Dt 7 . 



sounding in F*f. 



If in the course of a piece a modulation occurs, or the movement continues for any time in a key other 
than the original, no alteration of the trumpet pitch need be made, but that retained with which the player 
began. In such long excursions into foreign keys no particular signature is written for trumpets, accidentals 
being utilised instead. But if a solo part occurs in a foreign key, to which that of the original trumpet is not 
well adapted, a new crook should be used, and to allow of the change being made comfortably, the trumpeter 
should have several bars rest. 

The following table will be of service in showing such changes. 

Moderate 

Tromba in D. 6 Solo. . ^ Modu l ation-pa-^ ay q. ( lg_ i n E. 




After a time, as necessity requires, the change back to D may be made. 
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The high C-, Btl . Bt>- and A-trumpets, which have been adopted in the orchestra, are introduced by the 
player, not by the composer or conductor. They are in fact rarely noted by the composer in the score for their tone 
is not the full, brazen trumpet tone of the lower trumpets; as conductors have done little if anything at. all 
against this certainly not advantageous innovation, no good purpose would be served by fighting the battle of. 
the trumpets here. The following examples show clearly enough that it is better to retain the trumpets of medium 
pitch (including those in C basso. B^ and B\?\ more especially in the works of the old masters. 



Trombi 
in E?. 



Beethoven, 'Leonore', overture No. 2. 

*) The notes marked thus are produced by means of the ventils; the original 
consists entirely of natural tones.) 

<* * ^ *^ JTI .^ /C\ 



Beethoven, Eroica', 
symphony. 



Tromba 
in Bl? 



feiii 



?|p 



(C 000 



O 



^ 



TO 



p^m 



tigs 



x-#o< xxxoxxoseo x-#- x x x x o x o ■■■■ 



IE 






EEEj Trombi 



/Cv 



m 



in E?. 



Trombi 
in Bp 




Mozart, 'Don Juan', overture. 
J > Andante. 



Trombi 
in D. 



Trombi 
iu A. 



Tromba 
in D. 



Tromba 
in C. 



Tromba 
in A. 



P 



TT 



N 



x 



E 



330 



?■ 



f? 



Weber, 'Oberon\ Art TI. des Rezia 

_ Andante^ 

Tromba 



in C. 



Tromba 
in C alto. 



Meyerbeer, -Robert the Devil', Act III. 
Moderate 



fc 



ft 



n 






Trombi 
in B basso 



Trombi 
in A. 



^fl 



Ni 



'mm 




*m 






xxx XXX 



s^if 



Auber, 'Fra Diavolo', overture. 

j ^ Allegro 




C 5<O x 



Trumpets can be used alone, doubled or trebled and as solo instruments, as well as as for rhythmic, or 
decorative purposes, for filling in harmony, accompaniments. Examples of these uses will be found later in the 
scores in part VII. 

The tone of the trumpet is quite noticeable even when produced with little power among strings and wood- 
wind, and in the full orchestra f or ff if too much power be used, it is obtrusive and overpowering; and again, 
when an interval which should be subordinate, is given out f by the trumpet. A study of the scores of Haydn, 
Mozart and Beethoven's symphonies reveals the fact that these masters used the trumpet for rhythmic figures and in 
f passages to mark the strong beat. Beethoven, however, extended the iise of the trumpet, as may be seen in his 
symphonies in A-, C-minor and in the ninth, w r hile still further have modern writers extended its use. 



Kapid change and pitch. 

By depressing certain ventils the player can immediately change the pitch by lowering it. Thus the 
trumpet in F can be altered as the following table shows in this manner. But it must be noted that the free 
ventils may not now be used. The 2 nd ventils lowers the pitch a semi-tone, the 1 st a tone, the l 8t and 2 nd or 



*) The symphonies of Haydn, Mozart and Beethoven are the safest for studying the use of more or less easy intervals. 

D.arF.6 
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3 rd a tone and a half, the 2 nd and 3 rd two tones, and the 1 st and 3 rd two and a half tones. The following table 
shows four different' original pitches with 5 variations created by the ventils. 



Oi Original pitch. 



Actual sound. 



Original pitch. 



Actual sound. 



/ fl Tromba in F. 

i a 4 i J J> - 



p 



m 



Vent. 2 E 



mm*: 



i 



Vent. 1 EJ?. 



Vent. 1 



fe=H* 



and 2 D. 



Vent. 2 



in 



^? 



w 



Vent, 1 



s 



teJe 



feM 



i*£ 



£ 



and 3 Dfc>, 



and 3 C 



?#e# 



i>pi^ r f 



basso. 



H**** 



Tromba in Efc. 



if 



in E. 



i? 



Pi 



p. 



Vent. 2 Ei?. 



^ 



3 

Vent. 1 D 



pftl 



A Vent.'l and 2.DJ2. 



1 



15 

Vent. 2 an 



^ v ent. ^ aim .-> 



Vent 1 and 



*M 



m 



d ;■> C-basso. 



3 B. 



ipp 



p 



#==F 



te* 



£ 



I 



#^ 



^ 



£ 



Sfi 



«Mi 



fp^f 



s 



wm 



Vent. 2 D' 



if 



5* 



£l 



Vent. 1 D|2, 



*n« 



\W- : 

Vent. 1 and 2 ( 



fcjjj-^ 



Veil Vent. 2. and 3 B-basso. 



^ 



i§P 



Vent. 1 aud 3 Bfe-basso. 



«J£ 



I 



*£ 



t=i 



i 



#=*= 



Wp 



ui>f f r 



in D 



ttrn 



P 



Vent. 2 DJ2. 



P* 

Vent.l.C 



its 



Vnit 



ajic-Sfc 



Vent. 2 and 

-b#- 



?fM 



Vent 1 and 



*^W 



tejpt 



^ 



and 2 R 



B, "'-basso, 



# 



te 



m 



«*# 



j i i j^ f f f 



A-basso. 



S^ 



*) The notes are always written in (as in the original), where the new pitch is given, where it should enter; and the 
notes then sound as under "Actual sound." 

DjF.6 
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As may be seen from the above table each of the pitches can be lowered five degrees, and from the 4 
trumpets, F, E, E^ and D, nine different pitches may be obtained. On all four of these the deep octave (1 and 2, 
2 and 3, or 1 and 3 ventils) is of poor and thin tone, as in that of the deeper notes of the high trumpets; and 
such sudden changes of pitch can only be satisfactorily accomplished by a thoroughly competent player. A few 
examples of how this rapid change is worked will be of use. They are written in C with the new key written 
above the music. The ventils are not given. 



Tromba. 



Actual 
sound. 



Pips 

Open. ^ m ^ 



in D. 



ffi <: il-jy — 



in -^.-—frl 



Yen til 2 and 3. 






Tromba. 



Actual r 
sound. 



/+ in Et?. 
Open, w 



u—& 



m 



m Biz basso, in C, in E?. 



Ven til 1 and 3. Voi 



Pges? 



K 



■m 



Notation for the E.^ trumpet. 



m 



lfgj.j l j.j>i | j^^ 



mm 



m 



^ 



Open. 



m 



n 



"Here the most rapid change does not occur: it is ariven in the following example. 



Tromba. 



Harmon v. 



Andante, 
in F. 






Moderato 
in D. 

Solo. 



P^ 



♦# 



#-#-#■ 







in E>. 

Solo. 



in C 



mm 



W 



fe 



^ 



m 



The mute or sordino — a reed of wood and metal (■], (the dark colour shows its bore) is inserted in 
the bell. It causes the tone, p, to be nasal and weak; f also nasal but penetrating. The mute has often been 
used -with splendid effect in especial cases, as, for example, by Wagner in the Meister singer, Cornelius in The 
Barber of Bagdad, and by Lumbye in his 'Traumbilder fantasia, If the mute is required the words con sordino 
must be written in the part, but care must be taken to allow the player sufficient time to insert the mute. 

Trumpet parts occupy one line in the score unless there are 3 or 4 trumpets. 

The following examples in score show the different uses of the trumpet alone and a due, a ire, etc., and 
in combination with other instruments. 

These and those under c and e etc. may serve as exercises in score-reading. When hearing any of the 
works from which these examples are taken, particular notice should be taken of the passages. 
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Examples in seore a . 

NB. The following trumpets in C, Bt> are deep pitch. 



1. Mehul, 'Joseph'. 
Allegro. 



2. Mozart, 'Magic Flute'. 
Allegro maestoso. 



2 Trombi 

in EJ2. 



i?#SiiWfSiiipii 



2 Trombi 
in C. 



/ 



3. Mozart, 'Titus'. 



Timpani 
in C, G. 





Timpani 
in B, E^ 



*) In the old scores, drums in Ej2 and B)2 on the notes C and G. 

4. Mendelssohn. 'A Midsummer Night's Dream'. 

S >2_ * 



Allegro vivace 
3 Trombi ''i ir V i - £ 



in C. 




Tromba I 
in D. 



Tromba 
n. HI. in D. 



3 Trombi 
in C. 



5. Meyerbeer, 'Huguenots'. (By permission of Breitkopf & Hartel, Leipzig.) 
Allegro moderato. (y = 138) ^ ^ r- fft 




XJ IJULL^M 



6. Haydn, Seasons'. 
Allegro moderato. 



^mm^m 




j^rrsrtffr 



7. Wagner, 'Tannhauser\ 



3 Trombi 
in B basso 
Instruments on the stage. 



8. Mendelssohn; 'A calm sea, overture, 
Moderato 




3 Trombi 
in D. 



Timpani 
in A. 



f 



mMmM\l3 






m. 




NB. The drums scored in the old style, sounding g, a (see drums, pag. 67). 

9. Weber, 'Euryanthe'. Act I. Finale. 
Vivace. 



4 Tromb 
in D. 



f -* * 



/ 
D. * P. 6 



m^ 
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Tromba I. II. 
in C. 



Tromba III. IV. 
in C. 



Tromba V. VI. 
in C. 



J 



10. Verdi, 'Othello', Act III. 



E 



V 




-»fw 



mm&. 



E 



N 



W 



i t r f i M- f f f 



creso. 



"if 




wmn 



& 



g^^ 



cresc. 









*M 



S^ 



% ftefEE/fi3 



^ 



a 2. 



^ 



i 



#-#- 



^ 



i 



<* -£. 



fiffi 



TO 



i — -JTli — /U 



ffl fflffl ffl 






m=W 



JTTJT] JTTJ S 



^^Sffi 



in 



^ 



^^^ 



ffiffi 



us US US U£ 



imp 



p 



# # # ? » # 



IDT C^ 



^7 a S 



ee 



ur 



Tromba I in 
B? (deep). 



Violino I $ II. 



Viola. 



Violoncello $ 
Contrabasso. 



11. Beethoven, 'Leonore', overture No. 3, 

y^ Solo. 



/ A OQIO. 



^H 



i^^ 



i 



3^ 



P=SP 



a 2. 



^ 



IE 



^ ^ 



^fe 



=^ 



3x: 



XT 



S 



WZ1~W — ZM 



*J_*I 4 4 # 



/TN 



311 



TT 



/7N 






if 



/Cs 



-o- 



12. Weber, 'Oberon', Act II. 

Andante maestoso ma con moto. 



Tromba in 
O (deep). 



Violino I. 



Violino II. 



Viola. 



Rezia. 



Violoncello $ 
Contrabasso. 



mf 



£ 






£ 



i§3ii 



^ 



i^) <* j) j j s 



v 



^ 



s 



^ 



^J » J W- 



»u 






33Z 



^£b* 



#" 



JUJ iJ> 



#'g 



W£ 



P == w 



z=X 



/ 






ii#§5 



ir 



0^0—0 « Z 



•#" 



iLUiJi 



**♦ 



iij ii 



i> 



^SPE 



-^J- 



Wol - ken 



3 



JUJ Ji 



frr r f 



• 7 * m 



los strahlt dann die 






^ 



^ 



» 



^ 



Sonne. 



Tromba 
in F>. 



13. Beethoven, 'Leonore', overture No. 2. 

Un poco sostenuto. 
Solo (on the stage). 



13 



Violino I. 



Violino II. 



Viola. 



Violoncello $ 
Contrabasso 




^ jp 



Tromba I 
in D. 



14. Auber, Tra Diavolo'. 
j ^ Allegro. 



Violino I $ II. 



Viola. 



Violoncello. 



P 






*T # *i* » p » m 



Ss 



7^ 

a 2. 



^^^ 



M g g£g 



3 1 « j#333t: 



# i # * # iry 



#^ 



^§^ 



1TJ133 




■jiff f f f 



Sffl^ 



^^ 



Solo. 



f 

4> 



31 ljl3Tl|"i: 



EjfffH 



s^ 



33IP 



=iiii 



BS 



: cicrci; 



J ^ < c 






^S 



arcir 



^§p 



31^^3:5: 



^ffi 



arLfj 



^alI 



il2 



gg 



Ej^£ 



f 



J ^ c J< : 



i^i 5 




1 






HP1 



3 7 1 1333: 



^«/ jt */ 



I 



^•?*7 jt 1 



3mP 



1 11 1333 



rsss 



«# ■#■#■#■#■■#■ 



ps£ 



ff *r^ *> 



f^Sfe 



2 



EHB 



SffiP 



gg 



«/«7 jt *? 



«? *7 jt «/ 



=¥-H^- 



^^ 



ffi^ 



g£Tf££ 



#-##- 



s^ 



ajcjir 



* 



* 



*S 



Tromba I 
in E. 



Clarinetti 
in A. 



Fagotto I. 



15. Lumbye. Traumbilder Fantasia.-. 
Gallopp. 



con Sordino 
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Flauti. 



Oboi. 



Clarinetti 
in C. 



Fagotti. 



Corno I 
in F. 



Tromba I 
in F. 



Violini. 



Viola. 



16. Rubinstein, 4 th Concerto. (By permission of Bartholf Senff, Leipzig.) 
Moderato assai. 



Pianoforte. 



Violoncello * 
Contrabasso. 




17. Schubert, 

J h Andante. 



C-inajor symphony. 2 nd movement. 



Oboe I. 



Corni in C. 



Tromba I 
in A basso 



Violino I. 



Violino II. 



Viola. 



Violoncello 



Contrabasso 
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18. Schubert O-major symphony. 2 nd movement. 



15 



Oboi. 



Clarinetti 
in A. 



Fagotti. 



Corni in C. 



Tromba I 
in A basso. 



Violino I. 



Violino II. 



Viola. 



Violoncello $ 
Contrabasso. 



Trombi 
in E7. 

Timpani *) 
ia B?, E}7. 



Violini. 



• Viola 
Violoncello $ 
Contrabasso. 



irt 




# 



i 



m 



$ 







b 



s 



J 



^ 



* *— * 



# 



IS 



^ 0- 



Kz. 



*-i H>-+-F 



Si 






^^ 



i 



«# 



^ 



mm 




W=f : 



m 



m 



5=^ 



* 



« 



±=±; 



* — # 



-9 w w -m 



fe^ 



s^ 




#P 



FWf 



» F 



J> > > > 



3^0 



s. 



j* 




FFPf 



» # # • 



19. Wagner. 'Lohengrin'. Act III. (By permission of Breitkopf & HSrtcl, Leipzig.) 
Trombi on the stage. 



3E 



mm* 



^E 



EHE 



m 



m 



* 



VclL ^ -^ 



^^ 



i 



^ — -- 



**» 



^ * 



PPf 



8 



pi 



fit 



^ 



Pf 



ss 



j-'ff ^ j 



m 



i 



1'''' JJJJ3 



S 



pS 




*) See drums pag. 67. 
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20. Wagner, 'Lohengrin'. Act I. (Scene 2.) (By permission of Breitkopf & Hitrtel, Leipzig.) 
Lebhaft. 



3 Trombi 
inE. 



Trombone I. 



Violini I 
divisi. 



Violini II. 



Tenori. 



COR 



Bassi. 



Violoncello. 




m 



$ 



rn 



m 



I 



iiiii 






mf§ 



i= 



EC 



^ 



Wie ein Schwan? 



. Wie em bcli 



r 



i B 



£ 



m 



^ 



i - 



Lt. 



S= 



Ein Schwan zieht einen Nachen dort hera n \ 



21. Beethoven, 'Schladit bei Vittoria' 

Pt. II. Siegessymphony. 



Tromba I. E. 
in D. 



Tromba IH. IV. 
in D. 



Timpani 
in A, D. *) 

Violini. 



Allegro ma non troppo^Intrada^, 



s 



xx: 



^ 






xs= 



^ 






ipl 



mm m 



P^PI 



-O- 





*) JSee drums pag. G7. 
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22. Spohr, 'Jessonda'. Act II. 
Allegro moderate 



3 Trombi 
in D. 



Timpani */ 
in D. 



Violino I. 



Violino II. 



Viola. 



Tristan. 




Violoncello $ 
Contrabasso. 



/ 



E>n 



v 



/ 



■ 



to d 



Tenor i. 






Ko - nig 



Chor. Mit 



Bassi. 



S 



^T 



i? 



i 



^ 



^ 



Gott 

* 



f 

fiir 



# 



i 1 / // 



/ 



/ 



5i=ii- 



W 



f 



1 



fc 



=«t 



^ 



K6 - - nig! 



^ 



g * * 
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23* Mozart, 'Don Juan. 
Andante 



Flauti. 



Oboi. 



Clarinetti 
in C. 



Fagotti. 



Trombi in D. 



Timpani *) 
in D. 



Violino' I. 



Violino II. 



Viola. 



Komthur. 



Violoncello * 
Contrabasso. 




"*■« Hre drum."* yag. 6.7. 
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Flauti. 



24. Brahms, Haydn Variations, 

Andante. 



(By permission of N. Simrock, Berlin.) 



Clarinetti 
in Bi?. 



Fagotti 



Contrafagotto 



CornoIsII 
inBj; basso. 

Corni III. IV. 

in Efc 




pp 15 



Takt 19 



20 21 
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25. Schumann, 'Manfred', overture. 



19 



Flauti. 



Oboi. 



Clarinetti 
in Bl7. 



Fagotti. 



Corno in 

3 Trombi 

in 'Et>. 



Violino I. 



Violino II. 



Viola. 



Violoncello. 



Contrabasso. 



fi 



rsra 



pu> iJ J. 



$ 



s 



fP^t. %L 



p^ 



^m 






^ 






^m 



wimi 



m= ^ 



? 



m 



e 



^m 




4 tJ: J 



IS 



fei 



/^ 



^5 



a 



s 



7?r 

pizz. 



^ 







I 



t*: * 



PP 



y^ 



$ 



^^ 



^ 



^ 



a2. 



^3p 



ten. 



i 



Jen. 



i 



I 



=± 



=± 



^ 






W 

/<?#. 



gS 



kfc 






s 



W 






3: 



r 



r 



wm 



pip 



wp 



^* sempre dim. 



W 



|3=-s=3 



IPP 



i^wjjjj 



# # 






Dl*F. 6 



20 



Flauto I. II. 



Plauto m. 



Oboi. 



Corno inglese. 



Clarinetti 
in A. 



Fagotto I. IT. 



27. Wagner, 'Lohengrin'. (By permission of Breit- 



# 



Langsam. 



kopf & Hartel.) 



Fagotto HI. 



Corno I 
in A. 



3 Trombi 
in E. 



Lohengrin. 



jfciEl 



i*5 



A> 



^ 



s 



^g 



'Jp 



m 



^s 



i 



*t=* 



eg 



a 



^ 



s 



^ 



* 



i 



3E 






P#^fe 



1™^ 



?M « fr 



.# 




3E 



i 



^ 



fc4 



f « t jy, f »p * 



^ 



> 



.# 



IF 



JE 



^~ 



^ 



^ 



S 



ESS 



5T ^ = 



JO= 



11 



Si- 



te: 



lis 



^s 



EF 



-st 



to 



J*U 



& 



a 3. 



^m^i 



r i r '«■ Ji 



Heil, K6- nigHeinrich! 



Se - genvoll mdg' Gott bei deinem Schwerte stehn ! Ruhmreich und 



i 



£4= 



til - 



£=3l 



J. 



* ^ 



i tef 



-J 



i p.,_ ff ^^ t 



£ 



*± 



JP 



f 



-find 




i 



m 






h fr 



3* 



S^SE 



S 



S 



a 



jp 



m 



p 



hi- 



%" 






?ii 



^ i - 



i 




Tf" 



~TT~ 



"jT 



hr~& 



P 



mm 



«F=j 



^ 



^ 



«*~ 



"jF 



»M H» 



J>? it ■ 



Jo: 



i 



ttt t 



> 



* j-jtap* 



> frrnss. Hpih Nfl, _ in 



ftpjf 



te 



i^f 



t» it 



w ; , ■ i a 



B= 



#£ 



■hn. lf t 



gross,, dein Na - me 

Cf. also Example c) pag. 



soil von die- ser Er- de 

45, f) pag. 72 and Part VII. 



nie ver - ge 
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When a thorough comprehension has been acquired of the capabilities and use, tone and so forth of the 
trumpets, the simplest examples, such as small fanfares for 2, 3 or 4 trumpets, (in which only natural tones 
occur) may be practised. 

2 Trombi in F, E, Ei* or D. 



3 Trombi in E, Et> or D. 



JOal'ifl 1 '' 11 




Tromba I. II. 



Tromba m. IV. 



4 Trombi in F, E, Efe or D 



mm 



u 



l L<jjj.jHP]] 



f=^ 



j J-JJJJJJ 



J..HJJJJ 



in 



r 



S 



r 



After a few of these have been worked let the pupil attempt small pieces for 3 or 4 trumpets with or 
without drums in the old simple style. The drums give the bass of the harmony - the tonic and dominant. 



Modern use of 4 trumpets and drums, 

As in festival music. 

Clarino; (old title of the trumpet) a short, narrower curled trumpet than the older sort; used in chorus 
for 1 and 2 parts. 

Principale; a middle part, sometimes used as the deepest (3). 

Toccato; the 4 trumpet parts; when drums are absent, their part is often played in the higher octave. 



Clarino Primo 
in C basso or D. 



Clarino Secundo 
in C basso or I). 



Principale 
in C basso or D. 



Toccato 
in C basso or D. 



Timpani in G, C 
or A, P 



Allegro maestoso 

v 4 44 4 4 4 lf- 



f 






^hnmn 



^ 
/ 



SiBJ^B 



y *m nnm 



Pp^i 



hihr I 



m^ 



4 / 



f *|Jf *jl 



'L-i zl ^ 




HPflP 



■4-4-4-4 



^ 



3 



p^r * 



>pj i 



wmi 






u fLfr * 



4 4 4 4 4 



ppiii 



jniij j 



NB. For D-trumpets the drums must be tuned to A and D. 
*) See drums pag. 67. 




p f 

The further use of the trumpets is explained in the later examples. 
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The Alto Trumpet. 

This instrument used to occur in cavalry bands in Bi? and Ab, and was written for in the violin clef. It 
is in fact the same as the present high Bt2 trumpet already described. The notes written sound on the B? trumpet 
a diminished 7 th higher, and a minor 6 th on the other, thus: 



Notation. 
Sound of Bt? pitch. 

Sound of At> pitch. 



M 



Natural tones. 



f¥ 



m 



iNN 



^-U- 



With all chromatic intervals. 



w 



u,vm 



Nowadays we write for the Bt 7 trumpet as for the B^ clarinet. 

The Tenor Trumpet, 

which formerly was only found in military bands, was in B£, and written for in the violin clef also. It had 
the same compass as the high B£ trumpet, but the notes sounded a 9 th deeper than they were written. Thus: 



Notation . 



Sound of Bl? pitch. 



i= 



2 



With all chromatic intervals. 



^ r f ' f 



* 



p 



The Bass Trumpet, 

which in many countries occurs only- in military bands, was introduced by Wagner as a newly contrived 
instrument into the theatrical orchestra. Those used in the Wagner dramas have 3 ventils, and are pitched in 
E, Efe, D and C. They are written for in the violin clef and their compass is 

Ml 



$ 



T7 Wi 



1 



£ 



I 



With all chromatic intervals. 



This full compass was used by Wagner, as may be seen in the following examples. The E bass trumpet 
sounds a minor 6 th lower, Efr a major 6 th ; Da 7 th ; C an octave deeper. Thus: 




m 



^ 



p=^ 



T3Z 



wm 



s 



ew-^-g 



i 



piU 



$ 



za. 



^ 



With all chromatic intervals. 

The tone resembles that of a valve trombone, and has little of the noble colour of the trumpet, and not the 
ring of the trombone. It is always written for in C and alterations in the key by modulating must be notified 
by sharps, flats or naturals. 
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In Bavaria and Austria the old bass-trumpet in the larger form in Et> and D is still sometimes found in 
cavalry bands, wherein it is usually treated as a bass instrument. (See example in score part VII.) 



The Cornet 

(Piccolo cornet in Efc, cornet a pistons, alto-cornet or E£ cornet or alt-horn.) 

These three kinds, which in Germany are indigenous and are found in various orchestras and bands, differ 
largely from each other in compass and tone colour. 



The Piccolo Cornet, 

or high Ek cornet, is formed like a small trumpet, but its tube is broader and shorter and the bore of its 
mouth-piece is 'Kettle shaped'. It is written for in the violin clef, and has this compass. Ex. 



$ 



m* 



^M 



It is generally pitched in Efr, the notes written sounding a minor 3 rd higher, as the following table shows: 

r High-reg71 

Deep- I r " Mid dle- ^ ^ +. m g (£) 



Notation. 



Actual sound. 



m 



? 



very difficult 



$ JU J JI;Jb f 



&?z= 



^fffff 



Its tone is generally hard and sharp, raw in the deeper register, and best in the middle. The upper notes 
are difficult to produce, and are sharp and piercing. This cornet is only used in military or brass bands where 
it plays the melody in the middle and higher registers. 



The cornet a piston 

or Blz-cornet in most used of the series, since amateurs as well as professionals play it. It is a sort of post-horn 
but trumpet shaped, with bell and mouthpiece like the piccolo cornet. Its tone lies between that of the horn 
and trumpet. It is written for in the violin clef. It occurs (1) in C, when crooks are used to alter it for the 
Bt|, Biz and A pitches: (2) for Bt 7 with 3 crooks for A, Afe G. In its original form in C only B£ and A were 
used, and in the second, in B^, only A. In German military bands it is used in Bi\ In France, Belgium and 
Spain, and in the French Switzerland, it occurs in all orchestras, where it has displaced the trumpet. In large 
orchestras there, however, the trumpet is still occasionally found, but by no means to the same entent as in 
Germany. It is handier than the trumpet, speaks more easily, and is better adapted for higher music; and it 
can play the same figures and passages or melodies, without becoming obtrusive. Still it should never replace 
the trumpet. 

In Germany, it has already been said, the cornet occurs in military bands, and but rarely in the larger 
orchestras. Meyerbeer, Berlioz, Gounod, Delibes, Massenet, Bizet and others have used it a due in their works. 
In such orchestras as have no cornets, the trumpets take their place; but this is often not of good effect, since 
they are often used for playing a melody, for which the trumpet is too sharp and hard. 

*) By Janissarie or Harmony music an orchestra is un deestood in which occur, wood, brass and percussion instruments. 
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The following shows the compass, the best registers, the method of writing and actual sound of these 
instruments, with the various pitches. 

r difficult -|rv ei T<iiff. 

less good 



Cornetto in C 

sounds as written. 

Cornetto in B 
a 1 / i tone deeper. 



bad 



good 



■■$ 



Cornetto in Bt> 

a tone deeper. 



Cornetto in A 

mi. 3 r <* deeper. 



Cornetto in 
# a 3 r <* deepe: 



-: i : 1 r» : : : 



U^^k 



1 r 



ItJJ jJJltJr^r^ 



n 



^MM ^ttfi 



IeS 



- A 'fei 



Cornetto in G 
a 4tb deeper. 



j#j^J j*j H 



Actual 



J || jJ,JI ) jl>J!lJ- l|, fW 






Jjljjlj ftff-fr F 



tfj Jb,t> [>ffr f^ 



tljly^ll 



¥ 



fei^ 



I 



^rtff rtffiff i 



iTiffn 



teh* £ 






Hvery diff." 



fr¥fl"Efi 



^ 



J > Hlir f If Pff f I I t lj 1 .3 =3 



ik 



i 



ill 




U«t»l#£W; ; 



ff'frfiff 1 ! 



* rt*rt ftff 



NB. The semi tones are open or natural tones. 

Every interval, if neither too high nor too low, is playable in all grades of tone, as are all diatonic and 

chromatic passages in various rhythms, all kinds of ornaments, and the rapid repetition of a tone (cf. trumpet, 

'double-tongueing'). Slow, flowing melodies and decorative figures of accompaniments are often very effective. 

(Cf. score Exs. part VI, and part VII). 



The Alto Cornet 

or E(2-cornet (or alt-horn) is like a trumpet, but its orifice is slightly wider, its bell broader. It occurs in F 
with the two varieties of crooks for the Et> pitch, and in EJ2 with crooks for D. Music is written for it in the 
violin clef: its compass is as follows: — 



Cornetto in F 

a 5 th deeper. 

Cornetto in E 
a mi. 6 th deeper. 




THigh-register. 



WS* 



*-$* 



cornetto in E^ J) '■ ' : , 

a 6th deeper. ffi 1 ^ IjPr 



$ 



1 



Cor 
a 

Cornetto in D 
a dim. 7th deeper ffi I J [J zdzfc 

Actual sound. V : ft J j vp H f— f-4 



iJfrJ j^JjiLkg i 



a 



jpjCTIg 



±*A 



^^^fj^H^t'f 



w 



\ ij iii if ^ j? ^ y## 



y [?# rTTf 



»r fW*ff : 



ifihh* ^ JIJl ^Mr r" i 



2PC= 



The tone of this cornet is generally raw, hard and rough, and the instrument is usually used in cavalry 
or brass bands a due (in Et>), instead of the natural or valve horns. The alto cornets are used to accompany 
or to fill in the harmony. In some infantry bands 2 E ^-cornets are found as well as 4 horns. 



*) generally in E|?. 
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The Trombones. 

The trombones are the oldest and most sonorous of the brass. The double slide can easily be lengthened 
or shortened by the player with the right hand, whereby notes of various pitches can be produced. The trombone 
is a non-transposing instrument, the notes sounding as written. 

There are four kinds of slide trombones, called like the various human voices, soprano or discant, alto, 
tenor and bass. In more recent years a 5 th kind, the double-bass trombone has been brought into use, for 
example, by Wagner in the Nibelung en-Ring. The discant and real tenor trombones have now disappeared, 
but the alto and tenor-bass and bass trombones still are used, the last with a variety of compass. Often 3 tenor- 
bass or 2 tenor-bass and 1 bass trombones are found. 



The alto trombone 

is the smallest and most easily handled of the trombones now in use, and is written for in the alto clef. It is 
usually said that the instrument is in Eb, w T hich implies that it is a transposing instrument, like the horns; this 
however, is not the case, as will be seen. Its compass is: 



t>i ' dull ' . 

5 b* * With all chrc 



i 



best register L 

L „ n 0-*- 



* 



1 



I " sharp 



With all chromatic intervals. 

The minims are the ordinary open tones. In tone the alto trombone is between the horn and trumpet, 
and in comparison with the other trombones is rather sharp and piercing f, and dull p or mf. The deep a — c 



are less effective; the best register from/ |g== to c ]g== The high register from B# to Ek and E can be used 



effectivively enough in the right place. It is not invariably written for in the alto clef. If in the score this 
instrument has a line to itself, the alto clef is used, but when it is playing with the tenor trombone on the 
same line, the tenor clef is used. Very rarely is the alto clef used in this case. The bass clef would be un- 
practical. 



Closed slide. 



3 



* 



w^ v 



m 



1st Shift. 



&e£ 



teft 



Mil 



2nd Shift. I, 



W \>± y 



m£ 



3"J Shift. 



V 



iMi 



& 



-j r v \ ' 



S 



^ 



or 1st Position. 



4th Shift. 



%^=W 



— a i 



it 



or 2 Q d Position. or 3 rd Position. or 4th Position. 

^ ( M #£ 5 th Shift., \y m }>0 - f t- 6th Shift. 



=t=± 



^= 



IT 

or 6 th Position. 



w* 



frrrrr-ri 



ilt 



or 5 th Position or o LU rosmon. or 7th Position. 

To the player there are 7 positions or shifts, the first of course being that with slide undrawn. 



*) See pag. 33. 
**) The real tenor trombone has a somewhat narrower tube, which produces a more "lyric" character of tone. 
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All notes in the above good register can be played in all grades of strength and shade. Bapid passages 
can also be played if the intervals lie so that the player is not constrained to make too long leaps in shortening 
and lengthening the column. Still rapid music is not that best suited to the trombone, and such is rarely found 
in the classics. The following table will serve to show at a glance if the leaps between 2 intervals are long 
or short. 



Shift 6 5 4 3 2 10 



6 5 

. r , § 5 4 3 

6 5 4 3 2 1 

6 5 4 3 2 10 

6 5 4 3 2 10 

5 4 3 2 10 



6 5 6 5 4 3 2 10 
4 3 2 3 2 10 
10 0- 



J^^^^^^P^^^ 



£e£ 



m=sm 



=p 



fr r^Kftf f»fff*f 



The following intervals are difficult and only playable in slow tempo. 

0-50550 1621 1_2_6_1 

3 



6 



6 



1 6 



^^Ji i ^jjjjjjyj^^f ^ 



NB. O means undrawn. 

Trills are playable by a competent player in the higher octave, but only with a major 2 nd . 



g 



5. Shift.*- 3 - *■ *■ °- . 2 - 6 ' 5 - 4 - 8 - 2 ' *• °- 

They are rarely used. 

Besides the compass described deeper tones are also available, called contra or pedal tones, written in 
the bass clef. These are in the undrawn and following 3 shifts: in 4, 5, 6 they are hardly possible, and these 
tones are of bad quality. 

Closed slide. 1. Shift, 2. Shift. 3. Shift, 



m 



■$~ 



Tx 



As the pedal tones are difficult to produce, and have no very high quality of colour, they had better be 
disregarded. 

Cf. Ex. in score, pts. VI and VII. 



The Tenor-Trombone. 

The real tenor trombone, which formerly existed, had the same compass as the present one. But that now 
used has often been more correctly described as the 'tenor-bass' or baritone trombone. As this has a wider bore, 
an entirely different tone is produced, more like that of the bass or baritone voice in character in the middle 
and deeper register. 

This tenor-bass trombone is the most sought after of all the family because of its easy handling and 
common use. It is said to be in Bp, but this is because in the undrawn position many of the notes are in that 
scale. It is treated as a non-transposing instrument. It is written for in the tenor and bass clefs, but the 
latter is preferable. Its compass is. 



With all chromatic intervals. 



^ 



*^H 



j-Ji^^T 



m & 



L_Deep- _j u 



Middle- 



l_ High-Position. __ 
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As before noticed, the various notes are produced by shifts, of which there are 6, as follows: 



Clo,«J.lid,._^|, f tgg L Shift „.. pe| 2. Shift b.tft l, C l | S. Shift 



S 



ffP4P 



or 1. Position. 



£ 



, ♦ *£;= 2. shift i^^ef 



or 2. Position. 



or 3. Position. 



felH 



or 4. Position. 



.4. Shift 



^s 



*r*r^ i ui"yr^ EM 



6. Shift 



It 



or 5. Position. 



¥ 



m 



or 6. Position. 



or 7. Position. 



The tone-character of the instrument alters somewhat with the various dynamic grades and registers. The 
deeper is, p, sad and mysterious; /', rough: the middle, p, mild and tender; /*, powerful, majestic, heroic; the 
higher, p, tender but penetrating; /J sharp, brilliant and piercing. The higher compares with that B|? and C bass 
horn-tone p or mf\ but f the horn has not the pow r er and sharpness of the trombone. With the exception of a 
few deep and very high lying intervals all notes can be played in any grade of strength. The deepest notes 
are difficult f or ff, while the highest are difficut p or pp. In orchestral music the tenor trombone rarely goes 



beyond ^E 



=£. 



or under 3E 



m 





H= 



Ju/U u > H J ,) L .J te 



; r Vi" i f ' f f W^ 



though the lower E is used with good effect. 

Ehythmical figures are playable in great variety on one or more notes, and cantabile, legato or staccato 
passages also. 

Rapid successions of different intervals are often difficult since the player cannot change the positions with 
very great quickness. 

The following table shows which intervals are difficult and which easy: 



Shift. 6 5 4 3 2 1 



^ 



65 4321 20 
6 543 210- : :• 
6 5 4 3 2 10 
„ 5 4 3 2 1 
6 5 4 3 2 1.0 
5 4 3 2 10 : : L- l : L 



Vk \k ke \± | 



GCTi?J r 'f if ^ 



^^tmm^ MM 



jj|j ju i iJ^^^F f % 



Of course the easiest rapid passages are these whose intervals occur in one position thus: 




The nearer the new shift lies to the old the easier the performance. Thus: 



m 



mm 



i 



j* 



13 11 2 '3 1 13 10- 



ill 



_ b\> 



% s - 



m 



When, especially in rapid tempo, the player is called upon to make wide shifts difficulties and even faulty 
intonation arise. 
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But in slow tempo broken chords can be played with wide shifts. 

Andante sostenuto. 



nTO-HSU 5 ^ 



6 5 2530 5 25 ! 

The use of the sixth shift or 7 th position is dangerous in-as-much-as the tubes are so far apart that they 
may come apart, and moreover the deeper notes do not resound like the higher. 
Especially difficult progressions are the following in quick tempo. 

6 6 6 ° ° 6 6 6 ° 5 5 ° 5 5 



» J|J JJ J^iNHJUj] JTJJ UJJJjJ j'3 \vJ71 



9 J W 



fe 



3 



3 



4 



*\J7fl JP1 1 J 



4 



# # • 7#" « # # 



*-# 



3 3 3 3 

■^ J ** J J ^ J J -ihH r r f f r f r l|b i 



0|4 



#-# 



4 



?> » » — W 



f i r 1 1 r I r 



Accomplished players can play shakes by means of the breath on the tenor-bass trombone on notes of the 
higher positions onlv, and on a major 2 nd . Thus 

^z i h £ ^ht tf\& ^£ ^&.j& 



Shift 6 5 4 3 2 10 

But shakes are never used in orchestral music. 

Pedal notes are also playable. These artificial notes do not proceed direct from the lowest note (e). but 

difficult i very cliff. 



begin at the b\>, thus. 



^ i d i 



They resemble organ tones, and are only playable j?.or pp in 



very slow time, and are difficult to produce because of the strength and breath they require. Berlioz has made 
use of them very effectively in his Requiem, and in Herold's opera Zampa, in the first finale the b? occurs. 
Whether this is meant for a pedal tone or to be played by the E? Bass trombone isee later) in the 5 th position 
is not stated. 

The tenor-bass trombone is used in the various orchestras thus; to give the bass, to fill in harmony or 
strengthen it, to accompany, for decorative purposes, as well as as a solo instrument. In dance music etc. it plays 
the melody and is often used to strengthen the bass. 

The following examples show what can be done on the trombone as solo instrument. 

Ferd. David, Concertino for tenor-bass trombone. 
Allegro maestoso. a'tyeninO 




*) Berlioz, Requiem .,Hostias" 
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The improvements in the tenor-bass trombone. By the addition of a curved tube and a valve, worked 
with the left hand, notes can be produced deeper than these of the ordinary compass. By depressing* this valve 
the breath passes through the tube and the trombone pitch falls a fifth. Thus the following notes can be played 
with and without the valve. 

Closedslide g U } ghift , ^ 2> Shift. , U U 3. Shift. ( . . J 4. Shift. , j J 



^ 



-fc 



Here are the pedal notes of this trombone in B'9 without the use of the valve. 



w 



m 



fwi 



The discovery is useful in that in many orchestras there is no genuine bass trombone, and the player plays 
the low notes an octave higher than they are written, which of course is of poor effect. Moreover the difficulties 
of the bass trombone are removed. But the tones produced with the aid of the valve lack the fullness and colour 
of those of the bass trombone. In almost every orchestra such a trombone may now be found (see Exs. in score 
Pts. VI and VII). 



The Bass-Trombone. 

In the group of trombones the bass is the largest and most powerful, and is used for playing the bass 
parts usually. In former days there were two kinds of bass-trombones, known as the Quart and Quint bass- 
trombones. These still exist, but under a different name — bass-trombone in F (Quart) and in E{? (Quint). On 
the former, notes sound a 4 th deeper and on the latter a 5 th deeper than written, in the closed position. There 
was another kind, in G, whose tones were a minor 3 rd lower than the tenor-bass trombone. These are found 
usually in English orchestras, while in Germany that in F is commonest. All are written for in the bass clef, 
and are not transposing instruments. The compass is 



Trombone basso •*§£■ 
in G. ^= 
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m 



Middle- 



^ 



I High-Position. I 

mm, 



■Middle- 



Trombone basso 5EE 
in F. jEE 



Deep- ' ' i>uuuie- 



-G- 



\ High-PositionTI 



if 

I Deep- i f 



["High- Position 



"Middle-" 



u m * r 



Trombone basso 3E . — . — _ 

The minims shon the notes produced with closed slide. 

The shifts or positions are as before. 
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The following shows the intervals playable in the various positions. 

Closed slide, g 
Trombone basso in G. . 2z 



3. Shift. 



3 



m 



i 



m 



or 1. Position. 
4. Shift. ,, ft 



inn * r\r 9 Pncifinn " _„ o v>~ 'i.: 



IPP 



a 



^f#¥ 



or 2. Position. 
fe 5. Shift. 



p^pa 



or 4. Position. 



or 5. Position. 
Closed slide. 



w. 



t¥^ 



, or 3. Position, 
cj#: 6. Shift. 



or 6. Position 
Shift, 



W 



m 



Trombone basso in F. zr 1 - 
3. Shift. 



or 7. Position. 
2. Shift. | I?* ^ 



slide. [, * £ L g JU 2 Shift , L L^ £ 
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^ 



m 



or 1. Position. 
4. Shift. 



* 



or 4. Position. 



Trombone basso 
in E ? . 



P 



m 



or 2. Position. 
5. Shift. 
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P 



## 



i» 



^ 



or 3. Position. 
6. Shift. 



£iP¥ 



or 5. Position. 



or 6. Position. 



P 



Efe 



or 7. Position. 



• Closed slide. l\>a\>±£ 1. Shift. ♦ * - £ 2. Shift. i k* kf* ?£ 



3. Shift, 
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or 1. Position. 
4. Shift. 



or 4. Position. 
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or 2. Position. 
5. Shift. 



or 5. Position. 
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or 3. Position. 
W#. 6. Shift 



m 



or fi. Position. 



f 



^m 



or 7. Position. 



The tone of this trombone is fuller and stronger than that ot the tenor- bass-trombone, and in the 3 rd 
position in all registers is thick and full in colour. 

On all these trombones the following tones can be played in all grades, except the lowest and highest; 
and the same remarks as were applied to the tenor-bass-trombone apply equally here, in regard to practicability. 
Further, it must be said that the bass-trombone is more difficult to play because of its superior size, and greater 
requirements of breath and power. Neither rapid nor long passages are advisable. 

The following table shows the compass of the 3 bass-trombones, their shifts, and so, those which are easy 
and those difficult. 



Shift 65432 10 6543 



Trombone basso -*}r- 
in G. 2^= 



^l^lh^fi 3 ^ 



' "' ' ' ' „ . § ft 4 ? 2 1 



6 S 4 3 2 
, R 4 3 2 10 
x 5 4 3 2 10 
6 50 6 5 4 3 210 :* 

Shift6 5 43 2 1 65 43 2 f e * 3 2 14 32 ! ^ : ^ : " : l ^ 



Trombone basso 5 



in F. 
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jjija^itjj|j^'"''» 



DO » d * 1 U • 

6 5 4 3 2 l o • : : : 
6 50 6543 210 : : , : •:,,:• 
3 2 14 32 1Q,::: u: : l^ble #*£ 



.sill?? 1 ? 

4 3 2 10 
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Shift 
Trombone basso 
in E{,. 



« r A ~ r ,S^43 210 • ' ^ 

6 5 6 5 4 3 2 10 ; : : : : : : 
bift -8 5 4 3 2 1 6 5 4 3 2 1 6 \ \ * :.t T 7 .. ? : Li ui U> hi*M* fr frp tfrff 



Notes lower than 



s 



^ should not be written, because usually one or other of the trombones is missing. 
Shakes and ornaments are practicable only in the higher position, but they afe not used. 
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The following* shows what is practicable. 
C. Belke, Concertino for bass-trombone. 



Cadenza. Mov. I. tff 



Andante. Mov. II. 




•"i- Q-y * Htffka 



Pedal notes are also playable, but only by accomplished players. 
The following shows the notes playable by the various trombones. 
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Trombone basso *l! Q 
in G. ' ' 



^ -^ ^ ^ 

J2 ,3 3Q QQ 
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Trombone basso -Hr q 
in F. 
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difficult very diff. 



rrm 



\>& 1 



Trombone basso *¥r- 

in EJ2. ±=E 



Iti 



M? 3 



difficult very diff. difficult very diff. 

The pedal notes of the bass-trombone require even more breath than those of the tenor-bass-trombone, and 
they can only be used in slow tempo, and then not for any length of time. 



The Double-bass Trombone. 

This monster amonjr the brass, the terror of all trombonists, lias been used by Wagner to characterise 
Wotan in the Ring. It lies an octave lower than the tenor-bass-trombone in B?; yet its shifts are the same. It 
requires a great deal of breath and strength to play; its tones /' or ff are fearsome and much more powerful than 
those of the other trombones. 

The following table shows its positions. 

Closedslide. . . J 1. Shift. j 2. Shift. ,| 3 Shift. i 4. Shift. , 5. Shift. , 6. Shift. 

*!?' ' i J|JJ »j ijJI,j ' IT" '-"^ U^^^J p ^ 

or 1. Position. or 2# Position, or 3. Position, or 4. Position, or 5. Position. or 6. Position, or 7. Position. 

Cf. Ex. in score, Pt VI and VII 

R. Wagner, \Rhemgold\ 
Maestoso. 



2 Trombone tenore. 
Trombone basso. 

Trombone contrabasso. 
Wotan. 
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Halt, du Wilder! 
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Trombone 
alto. 

Trombone 
tenore. 

Trombone 
basso. 



Various systems of writing for trombones are found, of which the following are a few. 



m 



} © - k - 
a? ^ i 



A 



Trombone 
alto $ tenore, 

Trombone 
basso. 



^ tt SflE 



^joEIl 



Trojr^Q^ne 
alto $ tenore 

Trombone 
basso. 
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^Tf~r; m 



3 Tromboni 
tenore. 



tl l> 



TT 
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2 Tromboni — 

tenore * •}: " H =ff 
Trombone ^ «» " ft 



basso. 



If only 2 trombones (tenor-bass and bass, or 2 tenor-bass) are used, their music is written on one line in 
the bass clef; that of one tenor-bass-trombone is also written in the bass clef. 

In older compoisitions the trombones rarely are used alone, but usually in combination with other instruments, 
and the four kinds already described are found in the works of Bach and Gluck, though here the discant trom- 
bone is described as cornetto and the part played in a cornet. 



Violini 
$ Viola. 



Cornetti 
inC. 

Trombone 
alto * tenore. 

Trombone 
basso. 

Violoncello $ 
Contrabasso. 



Gluck. -Orpheus'. 
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*) xllto and tenor trombones in the original on 2 lines 

Among later composers Mozart used 4-part trombones and instead of the discant trombone he employed 
the oboe or clarinet in unison with the soprano. 



Oboi 3f 
Clarinetti. 



Trombone 
alto ar tenore. 

Trombone 
basso. 



Comthur 



Violoncello $ 
Contrabasso. 
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Mozart, /Don Giovanni' (churchward scene). 
Adagio. 

a 2. 



S 



122 



2 bassoons play the some as alto and tenor trombones. 
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In Original alto and tenor trombone on 2 lines, in also and tenor clefs. 
Schumann has used 4 in his New- Year's Song, as Schneider has in his oratorios Das Weltgericht and 
Absalom, though without the discant trombone (1- alto, 2 tenor and 1 bass). 



Trombone I.E. 
Trombone III. 

Trombone IV. 



Fr. Schneider, Oratorio Das Weltgericht'. 
. Maestoso. Introd. 
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*) A small discant trombone was used in later times generally to play Protestant chorals on Sundays in the churches and 
from watch-towers, 

**) These cornets existed in various sizes, straight and curved, of wood or horn, and played by means of a mouth-piece. 
There were 6—7 holes opened and closed with the fingers. 
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In larger orchestras three trombones are usually found, in Germany and England, alto, tenor and bass 
2 tenors and 1 bass or 3 tenors. In France the alto and bass-trombones do not exist — there are 3 tenor-bass- 
trombones used as I, II and III not as alto, tenor and bass. In recent times this has become more general 
(through composers and players alike; in Germany, whether advantageously or otherwise is a moot point. It is 
certain, however, that when the composer has written, alt, tenor and bass-trombones — if indeed composers trouble 
themselves about the eifects of these trombones — they have obtained other effects than those of 3 tenor-bass- 
trombones. It is necessary in reality to arrange the trombones as described by the composer, and especially 
should the bass-trombone be preseved since its deepest tones are not obtainable elsewhere. Even when the tenor- 
bass-trombone with valve is present its notes are neither so rich nor so full. 



The three-trombone music can be written in close or extended harmony and in various combinations — 
as 1) alt-, tenor and bass-trombone, 2) 3 tenor-bass-trombones, 3) 2 tenor-bass-trombones and 1 bass-trombone. 
The first, p or pp is dull and poorish in the lower and medium register, but in the higher sorrowful, yet tender 
and rather penetrating. In mf these three registers gain in colour and power and brilliancy: f or ff, the lower 
is hard but not so full, the middle powerful and fuller, the higher sharp, clear and piercing. If the alto-, tenor-, 
and bass-trombones are used, close harmony is not often met with. In extended harmony this combination 
resembles somewhat the tone-colour of alt. tenor and bass voices. 



k ) " :: " » m 



The 2 nd and 3 rd sound in close harmony in the deeper register /; or pp full, yet tender and dark: the middle 
full, festive and mysterious : the higher mild, yet clear. Mf they gain in power and fullness — f or ff the deeper 
is fearsome, the middle majestic, full and dignified, but the higher is sharp, piercing and rather harsh. 



High-Position. 

Middle- 



Deep. Middle- ^g- 



Extended harmony, or that for 3 various trombones is generally freer in effect. Since this arrangement 
implies a wider compass, and the trombones resound in their best registers, the variety of colour and character 
is enhanced. If the trombones enter as independent factors, (especially 3 tenor-bass or 2 tenor-bass and 1 bass- 
trombone), extended harmony is less used, and the trombones must combine with other brass. In using the alt-, 
tenor- and bass-trombones in extended harmony the effect is better, as already stated, the nearer it approximates 
to the choral character. Even better is the effect when a trumpet or cornet in C or BI2 is added to the 
4 trombones as discant trombone; a horn, p, may also be used. 

Generally the 3 or 4 trombones are most commonly used f or ff, for a sudden forte, sustained harmony, 
melody, in unison or octaves: yet they can be used mf. p or pp alone or with other instruments, with 
splendid effect. 



It must not be imagined that only 3 or 4 trombones can be employed. We find places in various works 
of all sizes where only 1 or 2 trombones are used, and that, too, where 3 are written for, but not all employed 
simultaneously, that is in passages where 1 or 2 are transitorily used for some special effect. 
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In the following examples the trombone is used as solo and bass instrument. 



Trombone 
tenore. 
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Mozart. TRequiem' 
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Meyerbeer, 'Robert the Devil'. 
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Weber, \Euryanthe'. 
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In small orchestras, where only 1 (tenor-bass .» trombone occurs, it is employed, for example in dance 
music and marches, to strengthen the bass, to play the melody or a secondary melody: in combination with 
2 horns, or trumpets and horns it is used for sudden effects or sustained harmonies. Also as a solo instrument, 
to play the inelody of a transcription. 

In larger orchestras, where usually are 3 trombones, they are less used for solo purposes, or for streng- 
thening the bass, let they are found in this latter capacity — though it is a pity in better class music. The 
following examples show this kind of strengthening of the bass. 



Rossini, 'Tell", overture 
Allegro. 




J? 

Meyerbeer, 'Huguenot 
Allegro. 



■h'« r f r r i r r r "r r j^ i PT± Jjj m- ^ i r < C-C-C-r i 'g r g 
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Cf. Schumann D-mi symph. 

In the following examples in score the most effective of the trombones will be seen. (Cf. also Ex. in score 
Pt. VII). 
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Example in seore b . 



1. Schubert, C-major symphony. 
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Trombo: 
alto 
tenore . 

Trombone 
basso. 
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Viola 



Violoncello $ 
Contrabasso. 
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2. Schubert, C-major symphony. 
Andante con moto. 



Flauti. 



Oboi. 



Clarinetti 
in A. 



Fagotti. 



Corni in C. 



Tromboni 
alto $ 
tenore 
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Trombone 
basso. \ 
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*) Fl. and Ob. sound as written. **) Violins 1 and 2 are on 1 line to save space. 



3. Schubert, C-major symphony. 
Andante con moto. _ , 



Flauti. 



Oboi. 



Clarinetti 
in A. 



Fagotti. 



Corni in C. 



Trombi 
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Flauti. 



Oboi. 



Clarinetti 
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Fagotti. 

Corni in C. 

Trombi in C. 
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4. Schubert, C-major symphony. 
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6. Schumann, '.Manfred', overture. 
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7. Schumann, C-major symphony No. 7. 
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10. Schubert, C-major symphony No. 7. 

Allegro vivace. 
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12. Wagner, 'Lohengrin'. Act III. *) 
Sehr lebbaft. 



11. Mendelssohn, ; A Midsummer Night's Dream 1 . 
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The Valve-Trombone. 

These instruments are useful in that the shifts can be made quicker, yet they often leave much to be 
desired on the score of purity of intonation, and are not equal in the character of their tone to the ordinary 
trombone, they resembling rather the trumpet. They might, in fact, be described as alt-, tenor-, bass- and contra- 
bass-trumpets. They may be necessary, but are only used when the slide trombone is absent. In spite of 
certain obvious advantages these instruments have not found much favour in our better bands. The alto-trombone 
with valves is found in EI2: music for it is w r ritten in the violin and alto clefs, and it is treated as a transposing 
instrument. (See Pt. VII.) The tenor trombone with valves is written for in the tenor or bass clefs, the notes 
sounding as written. The bass and contrabass trombones with valves are written for in the bass clef and are 
non-transposing. 

The following is their compass, the minims showing the open or natural tones. 



Trombone 
alto in E|7. 



With all chromatic intervals. 
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The Tubas. 

Next to the contra-bass-trombone the tuba is the largest and deepest of the brass already described. It 
is said to be a development from the improved bombardon, which it has superseded with the serpent and 
ophicleide, because of its superior tone and larger compass. Its tone is full and round, and combines better with 
the other brass. Its tone colour resembles that of the trombones, but is not so noble, wherefore it may be 
compared with the cornet, but of course is much deeper in pitcli and fuller in tone. The bass and contra-bass- 
tubas are written for in the bass clef, the notes sounding as written. They are in various forms sizes, in F, Ej?, 
C and B|?, each requiring a separate instrument. 

The following table shows their compass etc. 

High-Position^ ^ ^p 
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Cf. (use of method of writing for this inst.) Pt. VII, pp. 61—62. 
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The pedal notes in brackets are difficult to produce and weak. On each tuba the missing notes are only 
playable in very slow tempo and p. The natural tones marked * are not in tune. 

In concert and opera orchestras the tuba in Efe or contra-bass-tuba in C are preferred; in military bands 
these in F. Ei 7 and B?. while that in C is not often found. The tubas in F and E? have this compass: 
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in C and B?: 



s 



^ 



the notes below 



m 



speak badly and slowly, and must therefore be used with extreme care. 

Accomplished players can play in all grades of strength in the tuba's best register: and in any key. 
Rhythmical figures of all sorts are playable if the tempo be not too rapid; and even in very slow tempo quavers 
and triplets should be used sparingly since they require much breath. The rapid repetition of the same or 
different notes is difficult, too, and used in the wrong place they can be completely ineffective. Leaps of an 
octave, tenth etc., scales and broken chords in various forms are playable legato or staccato within the good 
compass of the instrument. Rapid passages are not well suited to the instrument, but rather slow, broad, 
sustained tones, and these not quite so slow which progress by easy steps; and even short, abrupt notes are 
good f. In military bands, where the tuba takes the place of the double-bass, the player must execute diatonic 
chromatic and chordal passages, which would be deemed difficult and not very effective in the ordinary concert 
orchestra. For tender and delicate passages the tuba is not well suited, yet it can be used characteristically in 
all dynamic grades alone or in combination. 

Pedal notes can be produced on the tubas in F and El?. On the contra-bass tubas in C and BJ2 they are 
perhaps hardly possible, since they require more than human breath. The following shows the possible pedal 
notes on the F and Eb tubas. 
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Cf. also the following Exs. in score, and in Pt. VII. 



Example in seore . 



1. Wagner, -Lohengrin'. Act I. 
Moderato . 
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* Bassi. 



In diistrem Sehweigen riehte Gott. 



2. Wagner, •Lohengrin'. Act II. 
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: ) Cf. Tymp. p. 67. 



3. Wagner. 'Faust-Overture'. 
j Molto sostenuto. 
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4. Wagner, 'Lohengrin'. Act II. 3. Scene. 
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6. Schumann, •Manfred', overture. 
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8. Mendelssohn, S. Paul'. 
j ~ Allegro maestoso. 
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9. Wagner, 'Lohengrin'. Act III. . 
j. Allegro. 
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Corno I. II 
in F. 



Corni III. IV. 

in E{7. 
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10. Schubert, Tierrabras', overture. 
Andante. 



*)■ 11. Wagner, 'Die Meistersinger'. Act III. 

Sehr feierlich. ^ 
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*) (By permission of Schott's Sonne, Mainz.) 
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14. Mozart, 'Magic Flute'. 
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15. Mendelssohn, 'Antigone of Sophocles', chor I. 
j Maestoso. 
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16. Mendelssohn. 'Ruv Bias', overture, 
y. i Lento. rs 
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17. Meyerbeer, 'LTAfricaine'. 
y AJi Allegro moderato 



Oboi. 



Corni in D. 



Cornetti in A. 



Tromboni 
tenor i I $ II. 

Trombone 

tenor i III 
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The Tubas in Wagner's 'Eing des Mbelungen'. 

These tubas are introduced to attain a better combination and completeness in the tone-colour of the brass. 
They resemble a small tuba in shape, and in tone a tenor-horn in B£ or alto-horn (cornet) in Efc The 4 tubas 
used in Das Bheingold and in the first scene of Gotterdammerang are 2 tenor-tubas in B|? and 2 bass-tubas in F, 
the first of the same compass as the horn in Bi?-alto, the second as the horn in F. In the other dramas of the 
Ring the tenor-tubas are in E|?, and the bass-tuba in Bl?, the first like the horn in Ej?, the second like that in 
B^-basso. The composer uses both violin and bass clefs. In the case of the B^-tubas the tone sounds a minor 
2 nd lower; on the other hand the F-tubas a fifth lower in either clef. The tenor-tubas in E(? sound a perfect 6 th 
deeper in both clefs, the bass-tubas in Bl? a major 9 th deeper in the violin clef, and in the bass clef a major 2 nd 
deeper, as may be seen in the following table: 



Notation 
violin clef. 

Notation 
in bass clef. 

Actual sound. 



Notation 
in violin clef. 



Notation 
in bass clef. 



Actual sound 



Notation 
in violin clef. 

Notation 
in bass clef. 

Actual sound. 



Tenortuba in B^. 



With all chromatic intervals. 



HU^i 



m 



m 



^ 



+-?- 



m 



m 



^ 



mm 



-ete 



SEE 



p 



Basstuba in F. 






Iff? 



v 

Tenortuba in E>. 



J u » 



J* 



-ete 



H*& 



=3= 



W^ 



^s 



m 



P^jj 



g 



^^s 



,\«, r/'Wfi 



m 



P 
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Notation 
in violin clef. 

Notation 
in bass clef. 

Actual sound. 



ppf 



-o- 



fe 



m$ 



m 



V 



fm 



g£ 



j=^ 



-e4* 



♦-^ 



f^m 



12 j f "r 



rr^ff¥ 



• In the score of the Walkure Wagner notes that the change of pitch of the tubas (Bt> to Et>, and bass 
tuba F to Bi 7 ) in made easier to read thus. 



R. Wagner. 'Walkiire 7 . 



2 Tuba 
tenor e in EJ2. 



2 Tuba 
basso in Bi?. 



Tuba 
contrabasso. 




dim. 
Cf. Ex. in score Pt. VI, P. 90. 



dim. 



The Serpent 

This instrument, which has now completely vanished from our bands, was S shaped, of wood covered with 
leather, and played by means of a mouth-piece. The bass clef was used, it was in Bb and was a transposing 
instrument, the notes sounding a major 2 nd below those written. Its compass was: ill 

With all chromatic intervals, tonen. i I J, J £2+ z*. —*£. 



^ 



Notation. 



- j^J.Vf ' H f 



Actual sound. 
The tone of the serpent was powerful, cold, raw, its intonation was never above reproach. It was difficult 
technically, and quite unsuited to rapid passages. Before the ophicleid it served as the bass instrument and was 
formerly used by various masters. w * 



Clarine'tti 
in A. 



Mendelssohn, 'St. Paul'. Paulus." 
j * Andante. 




Violoncello. 



Contrabas 



*) Here the music is written as it sounds. 



D.$ F.6 



52 



The Bass-horn. 

Known as the English bass-horn, resembles the bassoon. Its body was of wood, with brass bell. Between 
the body and the bell rose an S from the chief tube, into which a mouth-piece was inserted like that of the 
trombone, made from ivory or horn. In the body were 6 holes over which were keys. Its compass was 



m 



v 



m^ 



m 



#££ 



.'With all chromatic intervals, entonen. 



the notes sounding as written. Its tone was powerful but rather dull and penetrating. Scales with many sharps 
or flats were difficult, as were rapid passages. The instrument was used chiefly in military bands to strengthen 
the bass. It vanished when the ophicleid and bombardon appeared. 

The Bass-Ophicleid 

resembled the above instrument, from whose shape it was developed. Its body was of brass, with holes and keys 
and a mouth-piece like that of the trombone. The bass clef was used for its music, and it occurred in C, Bk 
and AI2, in the two latter of which it was a transposing instrument. Its tone in the higher register was piercing 
and sharp; in the middle powerful but not noble; in the lower full but raw. Its- compass was 



With all chromatic intervals. 



Ophiclei'de in Afc 
sounds a 3 rd deeper. I 



Ophiclei'de in Bfc 
sounds a 2nd deeper. 



Ophiclei'de in C 
sounds as written. 
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|W 
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p Y f [' 



m^ 



P- £■ £ 



S 



fffW 



■&-* 



i£ 
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T T-^ 



mM 



a £ £ 



Diatonic and chromatic progressions from f were possible if not too rapid. Shakes were practicable on a major 
or minor 2 nd in the two upper octaves. It was found in both military and concert orchestras; Mendelssohn used 
it in 'A Midsummer Night's Dream', and Meyerbeer in 'Les Huguenots' to strengthen the trombones. In Germany 
it has now disappeared in favour of the contra-bass-tuba. 



Examples in seote d . 



1. Mendelssohn, Overture 'A Midsummer Night's Dream'. 




Violino I 



Violino II 
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Fagotti. 



Corno I 
inB. 

Corno II 

in Ep. 

Corno m. IVf 
inE. 



Cornetti 
in At?. 



3 Tromboni 
$ Ophiclei'de. 



2. Meyerbeer, 'Les Huguenots'. 

j Andante. \A' 4: A- J 
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T- 
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Jfr_ 



jf- 
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T 



■pp 



pp 



pp 



pp. 

■ztz 
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^pp 



jf 
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-r 

Jf- 
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i 



S 



$■ 
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pp 
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pp 
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1 
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?S=^ 



w Jf- Jf>w 



-I 



m 



m 
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m 



Fagotti. 



3. Meyerbeer, 'Robert the Devil'. Act II. *) 
Andantino. 



Corni in D. 



3 Tromboni 
$ Ophiclei'de. 



A Herald. 






r~r 



^ 



^ 



JA^ 



3.30 



^T 



£ 



^ 



Trtd 



^ An dich, Robert von Normao- 

*) By permission of Schlesinger, Berlin. 
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33= 
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S 



f 



g^ 



fe 



^ 
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A 



f. 



t 



i 



A 



ba 



/»f 



<5j9- 



£ 



J ^ 
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^P 



z==±£: 



33= 
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33= 



33= 



*-%& 



E l . r(Tv(T- p r P 



i^ 



m 



/p 
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# 



tell: dufch mei-nen 



$& 



* 



tm 



die,schickt der Fiirst von Granada diesen Kar - tell: dufch mei-nen Mund fordert cr dich nicht zum blossen Turnier, auf Le- ben o - der Tod! 

4. R. Wagner, Overture 'Rienzi\ (By permission of Adolph Fiirstner, Berlin.) 



Allegro energico. 



Flauti. 



Oboi. 



Clarinetti 
in C. 



Corni in G. 



Corni in D. 



Fagotti. 



Trombi I $11 
in D. 



Trombi 111$ IV 
in D. 



3 Tromboni. 



Ophiclei'de. 
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Jf 
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a 2. 
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^ 



*ti*M 



^M 



A 



W 
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^ 



^ 
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2= 
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j. 
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^^ 
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p* 
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The Alto-Ophicleid, 



a development from the former, was^ only used in military bands; it was smaller in form, and was in F and EP, 
in both of which it w r as a transposing instrument and written for in the violin clef. Its compass was as follows: 
in F the notes sounded were a 5 th lower than written, in E£ a minor &\ 

in El?. 



Alto-Ophicleide in F. 

With all chromatic intervals. 



Notation. 



Actual 
sound. 



44444^JJf f Ti; 
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With all chromatic intervals. 
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Its tone-colour was not very effective, and it was often out of tune; now it has disappeared. 

The Double-bass Ophicleid 

was never much used even in France, its native place, where it used to occur in F and E|>; it transposed as the 

... \.'t 

above. Its compass was 21 ■ **■ L — 




and it sounded as the alto-ophicleid. 



Notation. 
Actual sound. 



in F. 
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in EK 



m 
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The Bombardon 

resembles the bass-tuba in form and tone: music for it is written in the bass clef: it is in F and its compass is: 



m 



3 } ? ?w "+ * With all chromatic i 



.k 



f ^ U 



intervals. 



In France it is a transposing instrument, but in Germany not. It has disappeared from German military 
bands. Its place is taken now by the 



Tenor-bass*) or Euphonium, 

a small tuba with rather wider tube than that of the tenor-horn and rather narrower than that 9f the bass-tuba. 
The bass clef is used for its music, hi Germany it is used much in military bands as a non-transposing 
instrument, its compass is: 



With all chromatic intervals. 



^ 



£ 



r^ rrf^f 



The minims are the open or natural tones 

Its tone is fuller and more powerful than that of the tenor-horn, and resembles more that of the tuba; 
its best register being from b to f or g, Scales, chromatic and diatonic, and broken chords can be played on it 
by accomplished players. 



*) The title Bassniigelhorn is only found in Austria. 
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Exercise II. 

Chorals with use of trumpets, cornets, trombones and tubas in 4 parts. 

The brass is less effective for contrasts than the strings and wood owing to its smaller capacity for 
modulation. Yet the various brass instruments differ considerably among themselves in colour, as has already 
been stated, and the following analogies or comparisons may be made. The tenstet horn resembles the flute, the 
trumpet with its sharp and bright tone, the oboe; the clear and even tender cornet the clarinet; the trombone 
the bassoon, and the contra-bass-tuba the double-bassoon. 



Choral: „Nun danket alle Gott. 



Original. 



* 



to 



25 



St 



*>l 



mm 



m 



x 



i 
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Exercise a. 
1. 



4 Instruments. 



*) Added or Free part. 



\y 



r 



t 



m 



rr 
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rw 



w 
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'etc: 



2 Trombi 
inF. 

2 Tromboni 
tenori. 



i 



k 



t 



P£ 



m 



7- 



E 



i 



1 



T 



TrombaIa»II 
inF. 

Trombaffl 
inF. 



Trombone 
tenore. 




Tromba 
inF. 

Trombone 
alto ar tenori. 

Trombone 
basso. 




\L/ 



Tromba 
inF. 



2Tromboni 
tenori. 

Trombone 
basso. 



f=EJ 



^ 



^ 



S 






£ 



= ^ w * 



No. 
No. 

No. 
No. 



is for 2 trumpets and 2 trombones arranged as in the original and sounds, /J clear and powerful. 

for 3 trumpets and 1 trombone is sharper. 

1 trumpet and 3 different is milder because of the variety of colour. 

is, like 2, rather powerful because the extended position for 3 deep trombones is not the best; it. 
resembles a chorus of one soprano and 3 male voices. 

All of these examples could occur in other keys; thus 2 trumpets in E (C), trombone in F; 2 trumpets in 
EJ> (C), trombone in EJ?; 2 trumpets in D (C), trombone in D. The choral moreover could be written in D with 
these pitches, whereby still more keys could be used. We selected the original key because in that the choral 
is suitable for church use. 



Exercised. 5 Instruments. 



1 Cornetto 
in Bfc. 

2 Trombi 
inF. 



i 



Tromboni 
tenore and basso 
or Tuba. 



1. 



^ 



r 



^ 



I 



S 



7 



i 



t 



?z: 



S 



TT 



■&- 



t 



f 



■J. 



2 Trombi 
inF. 



2 Tromboni 

tenori . 

Tromb. bas, 
or Tuba. 



EpE^ 



fj 



w 



^ 



FT, 

*2& 



£ 



s 






£ 



i 



i 



Si/ 



No. 1. By adding the cornet, a higher instrument, which is softer than the trumpet, the soprano is doubled 
in unison, the other instruments remaining as before. 

No. 2 shows the choral for 2 trumpets, 2 tenor-bass- trombones and bass-trombone or tuba with a free 
added part, taken here by the first tenor-bass-trombone, which* in the second strophe is succeeded by the 2 nd . This 
last strengthens the bass in the octave before taking up the added part. If no free part were to be used, the 
2 nd tenor -trombone would take the bass in unison, or the bass -trombone or tuba would play the bass an 
octave lower. 

The following combinations may be tried: 

a) 2 cornets in Biz (soprano and alto): 2 tenor-trombones (Add. Pt. and tenor): bass-trombone or tuba (B). 



1) 
2) 



b) 2 



( 



(tenor and bass): bass-trombone or tuba (B). 



c) 3 trumpets in F (soprano, alto and Add. Pt.): 1 tenor-trombone (tenor): bass-trombone or tuba (B). 



**) In Strophe II note the octave doubling. 



tenor): 1 tenor-trombones (bass): bass-trombone or tuba (B). 
D.*F. 6 



56 



1 Cornetto 
in v Bi?. 

2 Trombi 
in F. 



2 Tromboni 
tenor i. 

Trombone 

contrabasso 

or Tuba. 



Exercise c. 6 Instruments. 
1 

22 
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sgi 
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Jtc. 



f= 
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1 Cornetto 
in B|2. 

Tromba 
inF. 

Trombone 
Alto. 

2 Tromboni 

tenore. 



t§ 



Trombone 
basso or Tuba. 
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ffi 



^ 



^ 
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s: 
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etc. 
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Here 2 parts must be doubled, or 
one and an added part. 

No. 1. Soprano strengthened by the 
cornet, with trumpet in unison: bass 
doubled by bass-trombone or tuba in 
lower octave. 

No. 2. Soprano doubled, though here 
the l at tenor trombone takes the free 
part in strophe I; the 2 nd in strophe II. 



f&- 



^ 



J9-J9- 



Exercise d. 7 Instruments. 

1 Cornetto 
in BJ2. 

% Trombi 

inF. 



2 Tromboni 
tenor i. 

Trombone 
basso * Tuba. 
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2 Cornetti 
in BJ2. 

Tromba 
inF. 



Tromboni 
alto $ tenore. 

Trombone 
basso * Tuba. 
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In Ex. la the S is doubled in unison by cornet and trumpet, the bass occurs 3 times, by tenor trombone II, 
bass-trombone and tuba, the bass-trombone playing with 2 nd tenor-trombone. 

Ex. lb is similar, but outer parts doubled, and an added part is played by tenor-trombone I. 
Exs. 2a and 2b are different in instrumentation but parts arranged as in Ex. la and lb. 



Exercise 



8 Instruments. 



1 Cornetto 
in Bj?. 

2 Trombi 

inF. 



Trombone 
alto. 



% Tromboni 
tenori. 

Trombone 
basso v Tuba. 
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3 



2 Cornetti 
in Bt2. 

Trombi I * II. 
inF. 

Tromba III 
in F. 



2 Tromboni 
tenori. 

Trombone 
contrabasso 



— — " or Tuba. 
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Here in Ex. la all parts are doubled, three in unison and bass in the octave. The tenor is taken by 
2 tenor-trombones because 2 different instruments would be poor in effect. 

Ex. lb resembles la but tenor is single, and an added part occurs. 

Ex. 2 a is fuller in tone, all parts except the bass being in unison. 

Ex. 2 b is similar to 2 a, but differs in that 3 trumpets in poor registers take the added part, the tenor 
going to the tenor-trombone. In strophe 2 this takes the added part and trumpet III the tenor. 
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Exercise III. 

Use of Trumpets, Cornets, Horns and Trombones in 4 parts. 



Mendelssohn,Op. 59. N? 3 . Abschied vomWalde. 



Soprano 
and Alto. 



ipi 



Original. 

Tenor 
* Bass . 



Tromba 
in E|?. 

Trombone 
alto. 

Trombone 
ten. *,- basso 

or 

2Tromboni 

tenori 

2Trombi 
in F. 



2 Tromboni 
tenori . 



2 Cornetti 
in B?. 



2Tromboni 
tenori. 



2 Corni 
inG. 

Trombone 
ten.*basso. 



2 Corni 
in F. 

Trombone 
ten. ^ basso. 
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etc. Original. 
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Tenor 
$ Bass. 



Tromba 
in El?. 

Trombone 
alto. 

Trombone 
ten. * basso. 



2Trombi 
inF. 



Mendelssohn,Op.48. Morgengebet. 
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2 Cornetti 
in B?. 

2 Tromboni 
tenori. 



2 0orni 
inG. 

Trombone 
ten. Jr basso. 
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Ex. 1 shows the song in the original key, tender 
and noble in effect. 

No. 2 sounds in F (a tone higher than the original) 
through the pitch of the trumpets; the piece will sound 
rather sharp. 

No. 3 sounding in the original key; with the cornet 
a pistons in Bt 2 the effect of the combination with trom- 
bones is better and milder than in 2. 

In No. 4 a semitone below the original, the horns 
in G lend a sharpness to the effect of the 2 trombones. 
Therefore, having regard to the character of the piece, 
these particular horns are not good here. 

No. 5 although a tone deeper sounds as the original, 
and the effect of the 2 horns in F with 2 trombones 
is good. 
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Arrangement 1 is a tone deeper in order to obtain 
a milder tone-colour by the trumpet in Ei 7 . Were the 
piece to be played in the original with E i 7 - trumpet, this 
latter must have played in A and the 3 trombones in 
C; and if the prescribed key of the E ^-trumpet were 
to be given to trumpet in F, the 3 trombones must still 
be in C, as in Ex. 2, which sounds a tone deeper; its 
character is like 

No. 3 in the other arrangement. 

No. 4 and 5 are as in 4 aud 5 of the other and 
are similar in effect. 

All of such transcriptions may be made in the original 
key but the best registers of the various instruments 
must be chosen. 
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Exercise IV a . 

Examples for trumpets, cornet a pistons, or trombone solo with pianoforte-, strings- or 

wood-accompaniment, or the last alone. 

In arranging a song etc. for a solo brass instrument with accompaniment of the above care must be 
taken that 

1) the key is neither too high nor too low 

2) there are not too many accidentals (especially with valve instruments). 

3) the original key is not too remote. 

But in arranging such a piece effectively the original key is more or less disregarded in favour of that 
best suited for the solo instrument. In most cases this key will be found not far from the original, as will be 
seen later. 

Trumpets of middle pitch (D, Ej?, E and F) will most generally be used and of these that in F, and of 
the high trumpets that in B^, which is treated like the cornet a pistons. Of the trombones the tenor-bass will 
be selected as a rule, and care must be taken to arrange the music for it to the best advantage. 

The following show the best registers at a glance. 



Trumpets - jf - ^'h&f I Trumpets Jr ^**pf\ Cornet k piston or fl • — 

inDnrKjy \*Q I ] | 1 ' 1 1 in E or F. 3&EETrEEE$E3 trumpets in high B fc flk L L 



* | |T 1 1 Tenorbass- -yjp 



trombone. 



^ 



m 



Jt 



The above crotchets are hardly necessary in song arrangements, and the notes in brackets are unpractical, 
and only occur in bravura pieces. It is always dangerous to attack a high passage p or mf\ so also are the leaps. 



Trumpets in F, 



ffi I T I J S 0ornet in B|2 - '4 J ' N ' 8 Trombone, ^ : J f TPH l , 
& e ' etc. 



which are difficult in quick tempo. 



The following snatches of a song will be of assistance. 
Frz, Schubert. 'Morgengruss 5 . 

Massig. 



Voice. 



Piano. 






** 'Bar 4.: 



GutenMorgen,schone MiiWe rin! wosteckstdugieich dasKopfehenhin als 



^m 



%- _5 _3£ 



m 



W 1 



:sc 



w. 



t 



Z2 



The accompaniment to this 
song can be played by strings or 
wood and 2 horns, or strings and 
wood and horns. It must be treated 
tenderly. 



in G 



For trumpet solo in F this song would sound well in F fry ^A PI II .f Jl \ Jjl ^ H 

***^ (accompaniment in C); but in C -feX 



(accompaniment in BW, 



^rflij.^iJl 




(accompaniment in F) the effect would not be so good because of the depth of the pitch. 
It is also well adapted for cornet in B?, C ( j fc ff J 



Utefl (accompaniment in Bfe) or in D 



(accompaniment in C); here the former would be preferable. 



In a transcription for trombone in Biz or C the following would be the best register *)'! } FT 3E 
(accompaniment in C) or *) : \v '4 f £ 



#ra 



' * Uj I f " ^fl (accompaniment in B? 7 ). 
D.*F. 6 
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Frz, Schubert, 'Des Baches Wiegenlied'. 

Massig. 



Voice. 



f) Massig. 

(few - i JJU J JJ J) pte =^ j ; J1 J j, j) I 



Piano. 



The 



T :J r>r>i 



Takt4. 



t&rftr 



^^ 



Gu-te Ruli,gu-teRuH,thudie Au - genzu, gu-te Ruti,gu-te The accompaniment to this 

song can be arranged in a variety 
of ways in respect of the dis- 
position and choice of instru- 
ments. 



*J*Jj /3 






^^ 



Q£r/ cf 






P^? 



£ 



-6t€r 



7 



J 



P 



song would be easy for F- trumpet in G fa M " £ fi H fl 1 IT i f J jtctc J (accompaniment in C), 
sounding in the original key. If the same trumpet playing in BE Z^fl - £ [H | J [Q J ] &+\ (accompaniment 



in Eb) be chosen the colour is bright; and even brighter is it if the F-trumpet plays in in C Jc^ - j H I J H J J* 



(accompaniment in F), but the character of the piece is gone. 

For the cornet in B^ the piece would be effective in C (mW " I ==g 



3 (accompaniment in Bb) 



or 



D ^ ^jfj^l JjjjJ * fj I (accompaniment in C); and for trombone the key of C */<♦ ff |f f/f £*1 



is best; D is less brilliant and B^ still less y : \) } U 



SES3 



jT* 



m 



Mendelssohn's 'Auf Flugeln des Gesanges'. 

Andante tranquillo. 



Voict 




Piano. 



This can" be transcribed for trumpet in F 1) in C, accompaniment inF; 2) in D, accompaniment in G; 3) in 
F, accompaniment in Bfe. 2) and 3) are preferable to the others. 

For cornet in B£; 1) in F, accompaniment in El?; 2) in G, accompaniment in F; 3) in Bt 7 , accompaniment 
in A P. This last is most effective. 

For trombone 1) in A, accompaniment in A; 2) in G; 3) in B!?, are all good, though 2) and 3) are each 
better than 1). 

The following songs can also be arranged thus: 

Exercise IV b . 

The similar transcription of a* pianoforte piece, as a nocturne, song without words, etc., is more difficult, 
for here not only must the register be looked to, but the very possibility of playing the piece on one instrument. 
If it must happen, whether good or bad, w T hole passages and the key itself must in many cases be altered, if not 
the actual melody to bring the piece within the compass of the chosen solo instrument. 

A few pieces may be mentioned here wiiich can be played with but slight alterations for trumpets of the 
medium or Well pitch, and for cornets and trombones: 

Mendelssohn. 'Songs- without words', 1, 7, 14, 19, 20, 30. Field, Nocturnes in Biz and Ei*. 
Chopin, Nocturne in E^\ op. 9. 

The tu.Tompam ing instruments may be selected by the pupil himself. 

D. * F. 6 
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Exercise V. 

Chorals with trumpets, horns, trombones and tuba. 

In this exercise the various combinations of brass instruments — trumpets, cornets, horns, trombones and 
tuba — are to be used in connection with chorals in order that the pupily ma acquire security and facility in 
the method of writing for them. The following examples will assist him. 

In these exercises regard must be had as to their ultimate use. If a choral is to be played at a festival 
where the instruments assist the congregational singing, it must be transcribed in the original key, the trumpets 
and horns playing the voice parts. But if this is not the case, bright or mild effects may be sought and the 
best register or key selected. The character of the words, too, should not be disregarded. 

The following chorals, 'Nun ruhen alle Walder', and 'Wer nur den lieben Gott' must be treated as it were 
gently, whilst, on the .other hand, 'Em' feste Burg' must be powerfully scored. 

Before transcribing a choral for brass the compass of the two outer parts should be tested to find the 
best register for the instruments and that which offers the fewest difficulties to the player. 

Thus for trumpets in C, D, Ek, E and F (S) the best compass lies within 



for tenor- 



i 



w 



trombone (B) 



m 



for tuba. ^ 



m 



a 



i 



:j for bass-trombone 2= 



n 



The middle parts, trumpet II, cornet II, horns, alto and tenor-trombones, 



accomodate themselves thus to what is required of them. 

Choral. 'Nun ruhen alle Walder 7 . 



Original. 



i 



k 



E 



*T^ 



» 



IS 



m- 



o\ a 



Z2I 



-£■ 



JSL 



r 



s 



w- 



tsz» 



Pete. 
.2 



Exercise a. 
1. 



Tromba 
inD. 

2 Corni 
inD. 

Trombone 
tenore. 



M 



-jo. 



^ 



S£ 



±k 



ff 



f?s 



W 



3~p~ 



§il 



^ 



f 



* Free part. 

4 Instruments. 
2. 



\y 



2- 



m&. 



15" 



w 



Tromba 
inD. 

2 Corni 
inD. 

Trombone 
basso. 



$ 



a 



s 



^ 



r 



? 



% 



s 



TV 



^ 



£ 



•P 



Tromba 
inF. 

2 Corni 
inF. 

Trombone 
ten. or basso 



i 



See 



M 



V 



m 



w 



*\ 



S* 



m 



nr 



^ 



s 



^ 



* 



r 



Ex. 1 gives the choral arranged for the selected instruments in the same register as the original. The 
character of this arrangement in D for trumpets and horns is, p, mild and tender; mf or f it is harder and 
more heroic. 

No. 2 is somewhat similarly arranged so far as the instruments are concerned, but the bass is not given 
to the bass-trombone because of its depth. The sound of this combination is, p 9 dull and gloomy, and f or ra/*, 
dark yet full, because of all the parts being lower. 

In No. 3 the trumpets and horns are in D; the actual sound is in the same register as the original, but 
the tone colour is rather brighter than in No. 1, because of the F pitch.. 

Exercise b. 5 Instruments. 

In Ex. 1 an added or doubled part becomes necessary because of the 5 th instrument; here the bass part 
is strengthened by the tuba in the lower octave. The choral is in a higher pitch on account of the retention of 
the first notation (4 instr. Ex. 1), and of the use of the F-pitch for trumpets and horns. The tone colour is 
bright p. and /*, rather sharp. 

No. 2. Although trumpets and horns are in F and play in D, the sound is in the same register as the 
original: the added part is given to l Bt horn. The effect is less bright p, and f, rather hard. 

D. * F. 6 
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In No. 3 (trumpets and horns in D) the bass is strengthened by the 2 nd horn in unison with trombone, 
the general effect being, p, very gentle, f, powerful and full. 

In Nr. 4 is an added part, which is given to 2 nd trumpet, yet which seems out of place because of the 
rather sharp tone of the instruments; the added part, when few instruments are used, should be given to a mild- 
toned instrument 

No. 5 res mbles No. 3, but differs in that here 2 horns in G are used, whereby the colour is brightened* 

In No. 6 the soprano trumpet is strengthened in unison by horn in G. In order to effect a satisfactory 
doubling a higher pitched instrument must be used, since the melody is not happy in the deep pitch. The soprano 
here will be rather prominent because of the trumpet tone and the bright colour of the G-horn. 

No. 7 is written like No. 6, but the Gr-horn takes the added part; such an arrangement is not happy 
because of its clear tone in this register. 



Tromba 
inF. 

2 Corni 
inF. 



Trombone 

ten. and basso 

or Tuba. 



2 Trombi 
inD. 

2 Corni 
inD. 

Trombone 
tenore. 



2 Trombi 
inD. 

2 Corni 
inG. 



2 Tromboni 
tenori . 




2 Trombi 
inD. 

2 Corni 
inD. 



Trombone 
tenore. 



h 



^ 



f 



^ 



m& 



r 



he- 



m 



f! 



w 



r 



^ 



^ 



^ 



m 



Exercise c. 



Tromba 
inD. 

Corno I. 
inG. 



Corno n* in. 

inD. 

Trombone 
tenore. 



Tromba 
inD. 

2 Corni 
in G. 



2 Tromboni 
tenori. 



Tuba. 




Here two parts must be doubled, or one doubled and one added part. 

In Ex. 1 the soprano is doubled in unison by trumpet 1 and horn 1 in G, and the bass by tenor-trombone 
and 2 nd horn in G. In the 4-part horn exercises we have noticed that extended harmony for 2 or more horns 
of the same pitch is not effective; yet it is used here. But by using the higher sounding instruments (trumpets), 
and because of the parts which lie between the horns (alto and tenor), this objection does not now apply. The 
effect is rather clear and hard. 

Ex. 2 with 2 trumpets and horns in D is tender, p, and full and powerful, f, in spite of the added part 
of the 2 nd trumpet. 

Ex. 3 is an improvement in colour by using the G-horn, and doubling the bass by the tuba in the 
lower octave. 

Ex. 4 is brighter and fuller than any of its predecessors because of the G-horns and tenor-trombone. Yet 
it would be even better if the l Bt horn were in G and the 2 nd in D. 



D.4 F.6 
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Exercise d. 
1. 



7 Instruments. 



2'IYombi 
inD. 



Corno 1 8f II 
in G. 



Corno IIW 
inD. 



* Trombone 
ten. or basso. 



i 



BE 



m 



^ 



r 



^BE 



P 



ff 



i 



+ + 



W 



t 



TZZ 



r 



etc 



Cornetto 
inC. 

2 Trombi 
inD. 



•is 



2 Corni 
inD. 



Trombone 
basso sTuba 



^m 



t 



^ 



3ffi 



> 



TrombaUIIpfa 



'f 



I 



i 



s 



IT 



f 1 



3 



^ 



'etc. 



J= 



inD. 



Tromba TIT 
inD. 



2 Corni 
inG 

2 Tromboni 
tenori. 



|H 



f 



m 



as 



3 



tr 



1 



£ 



+ + 



# 



I 



i 



W" 



Cornetto 
inC. 

2 Trombi 
inD. 

Corno I 
inG. 

Corno II 
iiiD. 

Trombone 
basso sc Tuba 



§* 



^Hi 



^ 



£ 



|§ 



^ 



3 



ff 



S 



S 



£ 



i 






etc. 



i 



^r 



Cornetto 
inC. 



2 Trombi 
in F. 



2 Corni 
in D. 

Trombone 
ten. ss basso. 



P 



m 



f. 



t 



m 



m^ 



A 



f 



i 



FT 



r 



^ 



3 



£ 



F 



tc. 



F 



r 



f 



p 



5f 



r 



Here it is necessary to double two parts and add a free part or treble the 
soprano or bass. 

In Ex. 1 the soprano is doubled in the unison, the bass in the octave, and 

a free part added. By strengthening the soprano with the G-horn, and giving the 

added part to the other similar horn the upper voices will be rather too prominent- 

In Ex. 2 a cornet is added to double the soprano in a better manner than 

could occur if another horn had been used. The bass here is trebled, by horn II 

and bass- trombone in unison and tuba in the lower octave. The example is more 

brilliant and rich than Ex. 1. 

In Ex. 3 the soprano occurs in 3 parts in unison — cornet, trumpet I and horn L The bass is doubled 

by the bass-trombone and tuba in octaves. The two differently pitched horns are used, however, to allow of the 

soprano being trebled. The soprano is rather prominent. 

In Ex. 4 soprano and bass are doubled, and the trumpet II takes a free part. This example is less 
powerful and full than the others. D-trumpets might have been used here to obtain a brighter colour. 

Ex. 5 is inferior to 4 in colour because of its 3 trumpets, 2 horns and 2 trombones, soprano doubled and 
added part and bass sometimes in octaves. 

NB. In Exs. 2, 3 and 4 cornet in B\z (playing in A), might have been used. 



Exercise e. 



8 Instruments. 

Choral. „Ein' feste Burgist unser Gott. 



Original. 



p«A\&i \ 'li 



m 



E? 



+ 1 + A 



4 






zxr 



"vrvetc, 



EI 



+ 2 Free parts. 



2 Trombi in D. 



S>EE±± 



$ 



/T\ 



l£ 2 Trombi in D. 1? 2 Trombi in D. 



sfe 



££ 



± 



£k 



2*. Cornetto in A. 



2\ 



Cornetto in A. 



ig g > 



§E 



s 



s 



s 



w 









Corno I I 
AlIinD.+, 



ft 



i 



Corno 



f 



etc 



m 



I 



Corno I 
Sflliii A. 



U 



& 



2 Trombi inD 



££ 



2 Tromp.a 
in Kg 



I 



££ 



m 



^ 



m 



rnrj 



s 



^m 



fft^ 



f=£ 



1 i^ Fl I 



Corno Il5f 



HlinD 



^ 



^ 



+1 



Cornom + 
inD. + 



+ + 
+ + 



Corno III in D 



2 Corni in D. 1 



2 Cor. in D.. 



S 



$ 



+ '+ 

+. +, 



« 



3E 



: W=P 



r-> n 



3E 



TZ? 



¥¥ 



1 



3 



**= 



^ 



^ 






^ 



2Tromboni tenor: 



^ffi 



^L 



13 



« 



AA 



^eto. 



Tromboni. 



lrombor 



iU 



Tromboni. 



Si 



j 



ri: 



iTrombone 



alto! 



T^iior. 

Tromb.alto. 



IPII I ^ 



P 



B 



S 



zz: 



^ 



P 



£ 



^ 



£ 



Tuba. 



V^etc, 



Si 



Tuba. 



ss 



Tuba. 



^e 



Tromb. 



P» 



ten. * basso. 

di\73 



Tromb. t en. «r basso. 

Bass. 



9^^ 



i* 



^ 



T^V- 



B 



f 



P 



f 



zfc 



f 



r^i 



T 



combinations 



WfJ 



The pupil himself should now be able to judge of the effect of these and the following 

D. * f. 6 



63 

The following notes will be of use in arranging for 9 or more such instruments. 

S, A, T, F, B denote soprano, alto, tenor, free, bass. The numbers show how the different parts are doubled 
or trebled. The F can, as we know, remain between alto and tenor. The pupil will find few difficulties now in 
dividing the parts among the various instruments. He must remember that in using three or four of the same 
instruments, as horns and trumpets, two different pitches may be employed to obtain a better division of the parts- 
Exercise f. 9 Instruments. S. A. T„ F. B. 
3 trumpets, 3 horns, 2 tenor-bass-trombones, 1 bass-trombone or tuba. 3 2 2 — 2 

1 cornet, 2 trumpets, 2 horns, alto-trombone, tenor-bass-trombone, bass-trombone and tuba. 2 2 2 — 3 

2 cornets, 2 trumpets, 2 horns, 2 tenor-bass-trombones and tuba. 2 2 2 12 

Exercise g. lO Instruments. S.A.T. F.B. 

3 trumpets, 4 horns, 2 tenor-bass-trombones and tuba. 3 2 2 — 3 

1 cornet, 2 trumpets, 3 horns, alto-, tenor-bass- and bass-trombone and taba. . 3 2 2 — 3 

2 cornets, 2 trumpets, 2 horns, 2 tenor-bass-trombones, bass-trombone and tuba. 3 2 2 12 

Exercise h. 11 Instruments. S. A. T. F. B. 

3 trumpets, 4 horns, alto-, tenor-bass-, bass-trombone and tuba. 3 2 2 — 4 
t cornet, 3 trumpets, 3 horns, 3 tenor-bass-trombones and tuba. 3 2 2 13 
2 cornets, 2 trumpets, 3 horns, 3 tenor-bass-trombones and tuba. 3 2 2 13 

Exercise i. 12 Instruments. S. A. T. F. B. 

2 cornets, 2 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 3 3 3 — 3 

1 cornet, 3 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 4 2 2 13 

^ 3 2 2 14 

Exercise k. 13 Instruments. S.A.T. F.B. 

2 cornets, 3 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 4 3 3 — 3 
2 cornets, 3 trumpets, 4 horns, alto-, tenor-, bass-trombone and tuba. 3 3 3 — 4 

3 3 3 13 

4 2 2 2 3 
Exercise I. 14 Instruments. S.A.T. F.B. 

2 cornets, 4 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 4 3 3 •— 4 

2 cornets, 3 trumpets, 1 bass-trumpet, 4 horns, alto-, tenor-, bass-trombone and tuba. 4 3 3 14 

3 3 3 14 

3 3 3 2 3 

By studying the following the use to be made of brass in connexion with male voices and something of 
core-reading may be learnt. 

Mendelssohn, Op. 68. 'Festgesang an die Kunstler\ 2 trumpets in Et 7 , 2 trumpets in Bt 7 basso, 4 horns in El 7 . 
2 horns in Bt 7 alto, alt-, tenor- and 2 basstrombones, ophicleide and tuba. 

Mendelssohn, Op. 55. Musik to Antigone, Cor No. 4. 2 trumpets, 2 horns, 3 trombones and drums. 

Franz Lachner, Op. 118. 'Bundeslied'. 6 trumpets in Et 7 , 6 horns in El 7 , 2 bassoons, 3 trombones, ophicleide, 
bombardon and drums. 

Handel, 'Halleluja 7 . 2 trumpets, 2 horns, 3 trombones ancf drums. 

Tschirsch, Op. 42. 'Hymne': 'Gott, Vaterland and Liebe'. 2 trumpets in C, 2 horns in Et 7 , alt-, tenor- and 
basstrombones. 

Franz Abt, Op. 201. 'All Deutschland'. 2 cornets in Bt 7 , 2 trumpets in Bt 7 , 4 horns in F, alt-, tenor-, and bass- 
trombones, 2 tubas and drums. 

Franz Abt, Op. 202. 'Festgesang': 'Dem Vaterland'. 2 trumpets in Et 7 , 2 trumpets in Bt 7 , 2 horns in Ei 7 , 2 horns 
in B alto, 3 trombones, basstrombones and tuba, 

Ed. Kretschmer, Op. 27. 'Festgesang' with brass. 

Max Bruch, Op. 19. Heft II. 

No. 1. 'Das Wessobrunner Gebet'. 2 trumpets in E, 2 horns in E, 3 trombones and trums. 
No. 2. *Lied der Stadte'. 2 trumpets in C, 2 horns in F, 3 trombones and trums. 
No. 3. 'Schottlands Thranen'. 2 trumpets in D, 2 horns in D, 3 trombones and drums. 

W. Schauseil, -Festgruss' with brass. 

Dregert, Op. 59. 'Festgesang'. 2 cornets, 3 horns, 2 trombones, 2 tubas and drums. 

Carl Isenmann, Op. 107. 'Lobgesang'. 3 trumpets, 3 horns, basstrombones and drums. 

H, Zollner, Op. 38 d . 'Dem jungen Kaiser'. 1 piccolo in Et 7 , 3 cornets in Bt 7 , 2 cornets in Et 7 , 4 trumpets, 2 tenor- 
horns, bariton, tuba and drums. 

H. Zollner, Op. 52. \Preis der deutschen Musik'. 1 piccolo in Et 7 , 2 cornets in Bt 7 , 2 cornets in Et 7 , 3 trumpets, 
2 tenorhorns, bariton, 3 trombones, tuba and drums. 
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Exercise VI. 

Of the use of all the wood-wind and brass. 
Choral. 'Lobe den Herren'. 
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k 



&-&■ 



% 



^m 



i 



2Z 



? 



»^gl 



fff 



Tff 



a Trombi in' F. 
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t Clar.in A. . 



Cor ingl. 



i 



s 



122 



ZZ2ZZI 



r 



rrr 



2 Cor. in D. 



2 Bassoon. 



I 



^ 



<^P 



m 



AU 



2 Bassoon, 



^ 



U 



2 Bassoon 



s 



& 



wM 



f 



P 



f 



w 



£2 



rrr 



8 Instruments 

trail: Fl..TrombaI. 
Clar.I, Trom'ball. 



Sop; 
Alt: 
Tenor:ciar.n,comoi. 

BaSS: Fag., Corno II. 9 IllStr. 

S.Fl.,Clar.I,TrombaI. 
A.Clar.II, Tromban. 
T. Fag. I, Corno I. 
B.Fag.H,Cor.n,Tromb. 



m 



F=P- 



2 Tromb.inD. 



a 



- 777S 



rrr 



2 Tromb.inD. 



7?-77- 



S 



Trombone 
ten. and basso. 



2 Tromb.inD. 



Corno I Sf IlinD. 



m 



rrn 

2Trombonitenqri 



$£ 



VrtfT< 



Corno I 8f II 
in A alto. I 



Double bassoon. 



m 



Basscl. in B^ 



ffF 



19 



zz 



*t 



m m 



1 



■ombonitenqri.i 



Corno III in D. 



Corno III tf IV 
in D. 



g rJ t 



11 Instr. 14 Instr. 

S . Fl.,Ob., Clar., Tr. I . S .Fl.I,ObJI,Clar.I,Tr.I. 
A.Clar.II, Tr.II. A. Fl.Il.Clar.il, Tr.II. 
T.Fag.I, Cor. I. T.Ob.I,Fag.I,Cor.U. 

B . Fag.II,Cor.n,Tromb. B.Fag.n,Cor.n,Tromb. 
ten.fif basso. 



f\ inP - . 



Corno I $-11 * 



2 Basson 



p 



ff 



tHfffl^ 



2 Trombi inD. 



^ 



— r^77 
15 Instr. 

S.Fl.I$II,Clar.I,Tr.I. 
A.Ob.I,CIar.I,Tr.II. 

T.ob.n.ci.n,i%.i,c!ori. 

B . Fag,n,Cor. II,Tromb.n. 
Tuba. 



pi 



MTromoiinD. 



2 Tromboni teijore 
&; Tuba. ^ 



AHTromoim L 



Cornom^IV 



fl in D, 



Double bassoon. 



p 



^p 



* 



tenore 



tff 



tenore. J J J 



r 



3 Trombi inD. 



By using 2 cornets in B^, 2 alto-cornets in Ei?, 2 tenor- 
horns, 1 barytone and a 2 nd tuba the number of instru- 
ments may be raised to 31. 

In a large military band the following instruments 
occur: 1 piccolo in Df 7 , 1 — 2 flute, 2 cornets in Bi 7 , 2 alto- 
cornets in Et 7 , 2 tenor-horns in Bt?, 1—2 barytones, 4 
horns in F or El 7 , 3—4 trumpets in F or Et 7 , 2 tenor- 
trombones, 1 — 2 bass-trombones, 1—3 tubas, 1 clarinet in 
Ai 7 ; 1—2 clarinets in Et 7 ; 2—3—4 1 st clarinets in Bt 7 , 
2—3 2 nd clarinets inBt 7 , 2—3 3 rd clarinets in Bt 7 , 2 bassoons 
and double-bassoons, and in this order the instruments are 
written in the score. 

The percussion instruments, Glockenspiel, drums, cymbals 
and triangle occur between the clarinets in At 7 and the tubas. 

NB. In many military bands are neither clarinets in 
At 7 , alto-cornets nor double-bassoons. 
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m 



JfiU ' 



V 

17 Instr. 
S.fi.isj* ii. ob. I $n ; 

Tr.I. 
A. Clar. I. Cor. I, Tr.II. 
T.Cor.ingl.Clar.II,Cor.n, -£ 

Tromb.I. |g I ns t r 

B.Fag.I$II, Cor.m,g F1 obn>c i anI) 

Tromb.II,. Tuba 



2 Tromb 
ten. § basso. 



Corno I arii 
inD. 






m 



m 



Corno III if IV 
inD. *» 



r 



^P 



^m 



i 



Cor. I, Tr.I. 

A.Fl.n,Ob.I,Cor.n.Tr.n. 

T.Cm.Fg.I,Cor.m,Tr.ni. ^ 

B.Bassclar.,FgH,CorIV 20 Instr.* 

Tromb. n, Tuba. S.F1.I «f H.Ob.I,Cor. I,TrII. 

A.Ob.II,Cl.I,Cor.II,Ti:II. 

T. Cor. ingl., Cl.n, Fg. I 

Cor.ni,Tr.m,Tiom b.I 

B . Fg.H,Contrafg.,Cor.IV. 

Ti-omb.II,Tuba, 



* TiomDaiof umv 

mm 

y rrr 



Tromba III in D. 



ATroir 



Tromb. 
tenori 



m 



romo. | , I 



m 



Trombone basso 

&• Tuba. 






U 



tr? 



* Cor. I takes added note in passing. 
** Cor. Ill diverges. 



P 
23 Instr. 

S. Fl.I, Kl.Fl.,Cor.ingl., Clar.I, Tr.I. 

A. Fl.n, Ob. I, Cor. I, Tr.II. 

T. Ob.n,-Clar.II,Fag.I,Cor.II, Tr.III, 
Tfomb. I. 

B. Basscl., Fg.II,Contiafg.,Cor.IIISiIV. 
Tromb.II, Tromb III, Tuba. 
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All of these arrangements are in the original key and rather powerfully orchestrated because of the solemn 
character of the text. 

No. 1 shows the use of the wood and brass in four parts, each part being doubled. This arrangement of 
the wood offers nothing new, but the combination of horns and trumpets does, though the former entering by 
themselves (as has already been seen) do not unite well with the trumpets because of their tone-colour. Their 
union with the wood gives a much better effect. If the flute plays the soprano with the trumpet in unison the 
prominent tone of the latter would be somewhat veiled by the duller tone of the lower flute; but if it is wished 
to make the soprano more prominent, the flute can take the soprano an octave higher. The trumpets and horns 
would here be better in D, as in the later Examples. 

No. 2. Here the soprano is trebled by clarinet I, trumpet I (unison) and flute in the higher octave: the 
middle parts are doubled, the bass trebled in unison. The outer parts will be sufficiently prominent. The 
brilliancy caused by the flute in the higher octave can be toned down by flute and clarinet playing in unison. 
If a trombone be employed, this arrangement gains in individuality and dignity. 

In No. 3 the soprano is quadrupled, the middle parts doubled, and the bass trebled. The soprano here 
will be more prominent than before, but can be toned down by the flute playing an octave lower. With the 
exception of the soprano, which is somewhat prominent, this example is similar in effect to the foregoing. If a 
milder effect were desired the parts might be divided thus: Soprano: flute, oboe, trumpet I. Alto: clarinet I, 
trumpet II, horn I. Tenor: clarinet II, bassoon I, horn II. Bass: bassoon and trombone. 

No. 4 differs from the preceding in that the alto and tenor are strengthened in the upper octave by gentle- 
toned instruments (flute II and oboe I). This doubling does not occurr before the bass is strengthened in the 
lower octave, which does not indeed happen here. The bass-trombone could not play with the tenor-trombone in 
octaves, because of the former's compass; it were indeed possible only if the tuba were used. The doubling of 
alto and tenor in the upper octave would be inferior. The example may be scored thus: Soprano: flute I and II 
in octaves, oboe I and trumpet I. Alto: oboe II, clarinet I, horn I, trumpet II. Tenor: bassoon I, clarinet II, 
horn II. Bass: bassoon II, tenor- and bass-trombone. Here also the alto seems too sharp, wherefore clarinet I 
may play with the soprano. The somewhat hard tone of oboe II (alto) is veiled by horn I. 

No. 5. The addition of the tuba to the arrangement of the wood in No. 4 is good; but as we want a 
sharper and more prominent effect in the upper octave of soprano, alto and tenor, the arrangement was made 
as it stands. The example is, mf and f sharp and full. 

No. 6. Here we have 17 instruments. The English-horn with its veiled colour (in the tenor) could also 
be allotted to the soprano or alto in the original key. The 3 horns play at the same pitch the alto, tenor, bass. 
If a horn and trumpet are required to play the soprano in unison, a higher pitch (A. e. g.) must be used to obtain 
an easy and effective register, and the 2 and 3 horns can then take alto and tenor. A still greater strengthening 
of the soprano was, however, quite unnecessary here. The flute, oboe and clarinets could be written as in 4 and 
5, when the soprano would be less prominent. 

In No. 7 the bass-clarinet is added to strengthen the bass, but it might also be used for the alto or tenor 
parts on account of its great compass and not too prominent character. And though it will not be particularly 
noticeable, yet its tone will be both mild and strengthening. The flute, oboe and clarinets are disposed here in 
a different manner from the preceding examples, but still the soprano will be prominent. The horns appear four- 
fold in two pitches to allow of the choral sounding in extended harmony in four parts. The two horns are very 
different in colour (see horns), but here their effect will be by no means unpleasant. The added trumpet 3 plays 
the tenor. 

No. 8. Soprano, alto and tenor in the upper octave are here doubled in unison, thus: — Soprano: 2 flutes, 
Alto: oboe I, clarinet I. Tenor: English-horn. If the double-bassoon be added, to play in unison with the tuba, 
the bass gains in power and fullness. The horns are again of two lands, in F and D, that they may play the 
choral in 4 parts. But as the tones above are not only difficult to play but also of doubtful quality, the 1 st horn 
in F takes only part of the soprano in the original key, and diverges at that point where the music goes beyond 
the above g, and takes up a free part for the time being. Horns 2, 3, 4 play alto, tenor, bass. If 3 trombones 
and 3 trumpets be used the effect is still more powerful and massive, but the wood is thereby somewhat over- 
powered. Nevertheless the soprano, alto, tenor in the higher register (2 flutes, 2 oboes, 2 clarinets) lend brilliancy. 

No. 9. The small flute, added here, plays the nelody or soprano in a rather bright-sounding register an 
octave above flute I. The high wood and English-horn are divided among soprano, alto, tenor; horns 1 and 2 
in D take the alto and tenor throughout; horn 3, tenor, bass and added part, and could even take the alto; horn 4 
strengthens the bass in the original. Nothing need be said of the remaining instruments which take the parts 
as in the preceding examples. The effect here, for ff, is full, majestic and mighty; p tender yet full and bright. 
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The following* may serve as a guide for the use of wood and brass in conjunction with male- voices, and 

as an aid in score-reading. 

Beethoven, The Heavens declare'. 2 oboes, 2 clarinets, 2 bassoons, 2 trumpets, 2 horns, alto-, tenor- and bass- 
trombone, tuba and drums. 

Metzger, 'Ein deutsches Kriegslied'. 4 clarinets, 3 trumpets, 2 horns and 2 trombones. 

W. Tschirch, 'Deutscher Manner-Festgesang'. 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 trumpets, 3 trom- 
bones, 2 tubas and drums.- 

W. Tschirch, 'Die Waffen des Geistes'. 2 flutes, 2 oboes, 4 clarinets, 2 bassoons, 4 horns, 4 trumpets, 3 trombones, 
tuba and drums. 

W. Tschirch. 'I'm Maien'. 1 flute, 2 clarinets, 2 horns and bass-trombone. 

Franz Lachner, op. 89. Warrior's Prayer'. Wood and brass with percussion. 



Exercise VII. 

Arrange small pianoforte pieces lor the following four kinds of combinations of wood 

and brass. 

c) 2 flutes. d) 2—3 flutes. 



a) 1 flute. 

1 oboe. 

2 clarinets. 
2 bassoons. 
2 horns. 
2 trumpets. 
1 tenor-bass-trombone. 
1 bass-trombone or tuba. 



b) 2 flutes. 

2 oboes. 

2 clarinets. 

2 bassoons. 

2 horns. 

2 trumpets. 

2 tenor-bass-trombones. 

1 bass-trombone or tuba. 



2 oboes. 
2 clarinets. 

2 bassoons. 

1 contra-bassoon fad Kb.) 
3—4 horns. 
2—3 trumpets. 

3 tenor-bass-trombones. 
1 tuba. 



2 oboes. 

1 English-horn. 

2 clarinets. 

1 bass-clarinet. 

2 bassoons. 

1 contra-bassoon. 
3—4 horns. 
3—4 trumpets. 

2 tenor-bass-trombones. 
1 bass-trombone. 

1 tuba. 

The combination of instruments both in regard to number and effect may be arranged in divers other ways, 
and even here drums may be used. It were better, however, first to read the chapter on drums (p. 67). For 
such work small pieces of either a serious or gay character may be used. 

The pupil will find no difficulties in arranging for the above combinations, and he may compose expressly 
for any of them. 

Let him also compare the following works: 

Haydn's, Mozart's and Beethoven's (1—8) Symphonies, and then proceed to the works of modern writers. 
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Instruments of Percussion. 

(Drums, cymbals, triangle, tam-tam, tambourine, castagnets, Glockenspiel, bells, xylophone). 

The Kettle-Drums. 

(Ital. Timpani, French Timbales). 

The kettle-drums, which must be accounted among the most important and effective of the percussion 
instruments, have this advantage, that by means of screws affixed to their copper frame, tones ot a certain height 
or depth of pitch may be obtained. All other of the drum species laGk this attribute. 

Their music is written in the bass clef and sounds as written. 

The pair of drums found in every orchestra are practically the same size, that which is a shade larger 
being for the deeper notes and the other for the higher. The former is placed on the player's right, the latter 
cm his left. 

The former can be tuned to any of these tones: 



Exact 
- no pitch.- 



The latter to V\J^ ^tyfyWf^i' j ^ 



y \ on the large drum is dull, and c# and d s\> P on this drum, and /*# and g 



T 



on the other have little tone, and, moreover, the player must take care not to break the skin by over- 
tightening it. Yet composers have often used these notes, as will be seen later. 

In the earliest times drums were used to give the bass in trumpet music, and were tuned to the tonic 
and dominant of the original key, rarely to the tonic and subdominant; and these intervals were those most 
generally in use in the orchestra almost to the present day. Formerly they were played f or ff in combination 
with strings and wood and as solo, to mark rhythmic figures, rolls and tremolos. With this folk were content 
From this habit of using only tonic and dominant or subdominant arose the custom of writing for drums always 
the notes C and G or F and treating them as transposing instruments, by marking at the beginning of a score 
in (say) D, (where in the drum parts were the notes C and G or F) the words 'drums in D' and 'A' or 'G' as 
the case might be. Thus: 



a) Timpani inDund k A. b) Timpani inDu.G. 



ay Timpani inDund A. uj Timpani muu.si. 

!FrJ jJjl J.JlJ lJ 1 J. | | J.JVJ II ; the real sound being 

4 # U H J O-l u 



a) 



A 



^|JjJj|J-Jdj 



A more independent use and treatment of the drums came first with Beethoven and the later composers. 
From his day the drum parts have been written as they sound, and they can include according to requirement 
major or minor seconds, thirds, fourths, fifths, sixths, sevenths and an octave. But drums of the ordinary form 



could only execute these octaves; 
The f 39 



^ 



f 



or in special circumstances 



, 3 



f 



m 



has been used by Beethoven th the scherzo of his 9 th and in the F-symphonies (No. 8); 
and exceptional uses of the higher tones are to be found in <St Paul', Schumann's 'Paradise and the Peri', (in 

?2= 



6\ . n i 

both of which f§ occurs) and Bellini's 'Norma', (where g occurs). S* \ \ . Although by their means especial 



effects can be obtained, yet it is always, risky to write too high notes. It would be well if two sizes of 
drums could be constructed to give, the one, the notes from d to c, )' p 1 || and, the other, from D to C. But 



such inventions are fraught with difficulty. 
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The player can perform all kinds of rhythmical figures, rolls or tremolos of, comparatively, any duration 
by means of a pair of drum-sticks, as the following examples testify: 



v : <JJ | JJJJ|JjJ|Jj£j | JJ]JJ | JJJJ^ 



S &- 1 3~ 



*>« j ju JiJvM|<^jj]3j | jfflj| | ^iiJ] | j }iii^miL\imnm^\ j j i jj jji pj 7 Ji 































- rna j» 


















w 




-fc^l — — u 


























*J 


— j — \\ — 
















































































































— • 












3 3 


3 3 




3 


y 



































The roll or tremolo is written thus: 



1? 1!> U* 2.^ 3^ 

y B ?.i.MHn»i 



In l a , l b , l c it depends upon the tempo how many actual notes are to be played in one roll or tremolo. 
In presto or allegro, 16 th notes; moderato 32 nd notes, and adagio 64 th or 128 th notes would be played. The second 
kind, with tr marked is often found, but 3 ~~ only rarely. 

Rolls of varied length and in conjunction with other rhythmic figures are^ 

Moderato. 



^J i JijJ i J^jj i iJvj^jj^ i /jvi i Jji i iiini^JiJii i iJiiJii.fJi^liMBi 



*>«.fJj | J.t| JU-^N- l UUiJ i 



Alia breve. 



fea*j 



fe 



A 



The tone of both drums pp and p is mysterious, -but f or ff on the contrary it may be awe-inspiring, 



powerful and stirring. The tones of a small drum from y J J I upwards are clearer. 

c d ' 



These notes which are to be played short, as *)\*> Jfy J7jjy J ? JJJjJ |=| must be struck on the edge 



of the drum-head, where the tone is most resonant if also shortest and most pointed. 

Drum-tones can produce one short note, rhythmic figures and tremolos in all varieties pp, p, mf, f or ff 
rolls. Thus: 



/ 
P 



P f 



y« J- |JjJ7|J)7J>7J)7J)7iJ ^S 




■ P 

=— ff- 



-i^ i f. ia 







If an even greater crescendo is required in one roll, both drums must be tuned together and a player to 
each. Thus: 



Drums in 
G, Afc A, Bj?, B or C 

Drums in 
G, Afc A, Bt>, B or C. 



trem. 



PP 



y*- 



o i — o- 

cresc. 



trem. 



//// 



° 1 Q 



-o- 



— w — j — **- 



-o- 



*) A "higher tone than e would 
not sound gloomy. 



pp cresc. 



ttif cresc. f cresc. ff 



And, again, if a still greater ff is demanded the big drum may enter ff (see p. 95) after a few bare on 
the 2 nd drum. 
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When drums are used they should, when possible, play the most important note as the bass note of the 
principal chord, or at least one belonging to the harmony; and for this, any note of a triad or chord of the 7 th 
will serve. But care must be taken that the drum note is not deeper than the bass note of the chord, whereby 
a disarrangement of the actual chord would arise. 

The following examples show the correct use: 



Harmony. 



Drums 




It can happen, too, that the drums play a note which is not in the harmony of a passing cnord, as 

^3 



Harmony. 



Drums. 



se 



i 



s 



m 



r? 



etc. 



*i^ 



g^g 



M 




in F and C. 



s^S 



V=f=2 



_or^ 



UXo- 



in C and G. 



+w 



US 



M 



-0—4 



etc, 



" % $t im \ 



Basso pizz. 



tt JJyJJ]? ^ 



+ + 



gznry 



a^ 



iMJi 



i 



w*t 



rf 



w 



12 y JiI2iJ f- 



++ + ++ +++ 



m 



* 

etc. 



i 



^as 



etc. 



in F and C. 



^ 



etc. 



xe: 



Notes + are foreign to the harmony, tfremtk * 

Some composers have used the drums more or less for noisy purposes alone — a by no means uncommon 
practice nowadays. Thus Donizetti in the overture to the 'Daughter of the Regiment', wherein (in the middle 
movement) the drum plays a foreign B^ throughout. See also Halevy's introduction to 'La Juive'. 

The pitch of both drums is given at the beginning of the piece, thus for C, drums in C and G or C and 
F; for A-minor, drums in A and E or A and D etc. The first letter denotes the tonic, the second the dominant 
or subdominant or some other interval, the choice of pitch lying with the composer. In modern times one finds 



at the beginning of a score letters and small notes given thus in the drum parts: F and C ^1* f J I I 
or in D and G 2 



£3 



etc. This is very important since various changes of either interval may be made. 



If an accidental occurs in the key it is not written by the notes but at the beginning, thus: Drums in F# 
and C£ ||g|| or in Et> and At> ^!M| 



The pitch may be changed in either or both drums in the course of a piece, but a few bars rest must be 
allowed, to enable the player to screw up or down the drum head. In changing the pitch the composer must 
have a care that the new pitch is tonically not too far removed from the old 5 so that no more difficulty than 
necessary is offered. 

The following table shows the changes of pitch which are easy difficult to make in a brief space. 



Drums. in C and G. 

Moderate 



in C and A)7. in E? and Bt?. 
3—6 bars. Moderate 



S 



in F and Bf». in F and 0. 
g Moderate 



in Eb and C. 



j^jyi« r ^ttzr i r^r* l «JrrrJ<ti— U [£fJn 



Drums in E(? and Bt?. inFandB. in E? and Bt?. 
Moderate g Moderato 



in F and A. 



m 



s 



i 



#-# 



E 



more difficitt. 



• at0 - > ,6 , 



in F and C. 

Moderato. 



in D and A. 



- 1 1 rf', 



E 



a§ 



more dirSeiiJt 



more difficult 



^ 



In a more rapid tempo than this the alteration of pitch on the older kind of drums is infinitely more 
difficult; in fact a rapid alteration generally implied impure intonation. 
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If the original keys for drums at the beginning of a piece were F and B, J % f J 
3d to cha 

F# and B 5= 



and the player were 
required to change to a sharp or flat key in a brief space, e. g. to B or B^, the change would be notified thus; 

or 2: 



and not ^= 



m 



-**-& 



The former requires very little alteration of the drums, while both of the others require a very great 
deal of screwing and tuning, to make the alteration from F to B and from B to F below. Such difficulties the 
composer should do all in his power to avoid when they are not absolutely necessary, and more especially since 
$11 orchestras do not possess the newest form of drums, by which many of the older difficulties are removed. 

Als already mentioned, more than two drums are often used, as may be seen in the following examples: 



Weber, Overture 'Kuler of the Spirits'. D, E and A. V : # P J Lachner, F, C and A. y*f J J 
Mendelssohn, Trumpet overture', 23 



Schumann, Bt^-symphony. Gt> and A. *) : J J 1 1 §§ 



Mozart, Divertissement fur 2 flutes, 4 trumpets, 4 drums, by one player. ^E 

, the 2 nd in V' J I 



Wagner, 'Parsifal', 2 pair 



of drums, the l 8t in 



m 



, for two players. 



In 'Robert the Devil' Meyerbeer has used four drums for one player: 

Drums in E, D, C and Gt. 

Tempo di marcia 




PP 



These bars are also played by 3 drums aided by violoncellos and double-basses, thus: 

Tempo di mareia. 



Drums in 
D, G and G. 



Violoncello 
$ Contrabasso. 



m 



pp 



m 



* 



: v' i f ' m 



m 



m 



£ 



£ 



r* 



m 



as 



If only 2 drums are handy, it is played thus: 



Tymp. 



Violoncello $ j\ : n 
Gbasso pizz. J A 



Tymp, 



ubasso pizz. S A. f . — > 
Drums in C and G. pp Lj£ f *Vcl 



^|.nn] | jBjr r 'jt^ | jnJ | j| 

r *Vcl.Cb.~ " 'I CaT'f fVclCb" I 



And even thus: the violoncellos and basses play the 8 bars pizzicato, and the drums play in bars 1, 2, 5 
and 6, the notes C and G, marking the rhythm. 

Reicha in the 4 th volume of his treatise on 'Composition' shows a chorus with string accompaniment and 



8 drums, played by 4 players and tuned thus: V' J [ J l J [J J b? \p ^B He also writes the number of players 



and how many are to take each part. So Berlioz was not the first to use such peculiarities. 

Berlioz in his 'Kequiem' (tuba mirum) has used 16 drums, played by 10 players and tuned thus: 



•^uj^hiiiJ^-Wrrr i 



2 players: 2 players each 1 player.. 



^^WW ii Mj-'w - j^ 



The player can strike both instruments simultaneously, but of course only to mark rhythmical figures and 
this only in moderate tempo. Thus: 



y«ilJJlJM i j*J fl33 i jffldi- i dJilJS l 
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It has repeatedly happened that a composer has written a roll for two drums but only one player, thus: 



^hnhUiU r ^'^rih 




In this way the effect cannot be so good as when the player uses but one drum. The notation and tone 
of such a double roll can only be really effective when numerous other instruments are playing f or ff. If oiie 
note is to be struck by two sticks on one drum (to obtain greater power) it is written thus: 



^jjijjj j jjj^j p 



etc. 



The discovery of the machine drum has saved the player much difficulty and tribulation in tuning: before 
beginning the music he must tune the deep drum in F, and the small drum in C. Then by means of a lever he 
can easily alter the pitch, for this lever is easy to turn and acts with equal power over the skin, whereas 
formerly many screws had to be turned. 

The following examples show this rapid changing: 



Tymp inCandG. in D and A. inE^andB^ 
Andante> 3 i 4 Moderato 



in F and D. 



in F and C. 
Allegro. 



in G and C. 

6 



in D and A. 

Moderato. 



in F and G. 

4 



Andante> 3 . & Moderato. 3 Allegro. f> Moderato. 4t 

v^i-- i ^%rMr i , ' i ^p rli!r ^ r l r ^ | |,|rJr i ru|1! f JiJ l fr^ | i/ J J i r'-i 



It is quite feasible even in rapid tempo. 

The most recent inventions in connexion with machine drums offer even greater advantages. On each is a 
pedal by depressing which with the foot the skin of the drum can be tightened or loosened at pleasure, that is 
the pitch is raised or lowered. By means of on apparatus fixed into the upper frame of the drum the player can 
see at once to which tone the drum is tuned when the pedal is depressed, and this without being obliged to test 
it in the older fashion by tapping. These drums are tuned before the beginning of the performance, by depressing 



the pedal the big drum can be made to play any of these notes:: -7*=-! j j 1 J|Ji;jJ(jtJ)| and the smaller: 
Thus it is possible to effect these rapid changes: 9 : A j J ^j kf ft ffj 



Timp.inDandA. inEandB. inE|?andC. 
Moderato. 1 Moderato. 



inFandB!?. inCandG. inC#,G,DandC. 
3 Moderato. 



as 



inE,D,CandG. 

Andante. 



Moderato. Andante. t ^ 

* Xi JjjJ l »W lr JJJ I / Injure l fy- 1 j i^m 



ynrrrJ* 



» 



Cpmjf 



WW 



For playing all the above examples an accomplished player is required. Small orchestras usually own only 
the old fashioned drums, but in more important bands the first mentioned machine drums are found, though the 
pedal-drum is not yet so well known as it should be. Therefore great care must still be exercised in demanding 
a rapid change of key. 

To effect a variety of tone-colour on the drum, the drummer uses several sticks. 1 has a sponge-head: 
2 is covered with felt: 3 is of wood. The first two are the most gentle in 'touch' of course: 2 is rather hard, 
though it need not be; it depends upon the mass of tone called for. 3, which Berlioz has used, serves to produce 
a hard, blunt sound. The composer can find the clapper-style of stick in scores. 

A dull, dead sound can be produced by 'muting' the drum; this is effected by covering the skin with a 
cloth, whereby the vibrations are stopped. It is, however, but rarely used; the word coperti should be written 
over the music. 

In small as well as great orchestral compositions the parts for small drum, triangle and Glockenspiel etc. 
are written in the drum part and assigned to one player, if the chief role admits of his undertaking them. But 
time must be allowed him to change from one instrument to the other. 

Above the parts the words, 'drums, small drum and triangle' etc. must be written. 



The following examples in score show the use of the drums. See also Pt. VIL 
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Examples in score . 

Use of drums with wood and brass and strings. 



1. L.van Beethoven, Op 61 Violin concerto. 

Allegro ma non troppo ^ 



Oboi. 

Clarinetti 
in A. 

Fagotti. 

Timpani 
inD.A. 




£ 



; 4 •_ 



*=F 



m 







p do Ice 



I 



m 



m 



^ 



?P=j£ 



gS 



s^ 



g^F 



fe£ 



■*F=f 



«=f 



jt» dWe« 



as 



i? 



I i I z 



=£*z 



-a » 



J9 (fo/c<? 



i> 



^^ 



^ 



fc 



^^ 



i^g 



# # 



^ 



^ 



^ 



p 



2 . M . Bruch, Op . 26 . Violin concerto Introd. 

i Allegro moderato. 



3. R.Wagner. Lohengrin Act 11,1. Scene. 

P 



J A A # Massig langsam. 
Cor inglese. j^fh [^ fffi l 



Flauti. 



Clarinetti 
in B?. 



Fagotti. 



Corno in 

Ei;. 

Timpani 
inD.G. 




Clarinet! Oj 
in A. 



P p— 



Clarinetto | 
^fl basso inA. 

Fagotti. 

Corno II 
inE. 



Corno IV| 
inF. 



Timpani 
inCfl. 



Violoncello, 



3E 



2ZEZ 



^fe 



3E 



^ 



trem. 



V— I TT . 



ate 



#p 



"\ 



£ 



13 



^ 



1^ 



3F 



^gestopft. 






fc 



4. Brahms. Symphony No. 2, D, mov. I. *) 

Flauti . J k a Alle £ r0 non tro PP° • 



PP 

Fl/VT^[ 



m 



m 



7 7-^ 



3. 



*. 
^««. 



^ 



#p 



?£ 



3=F*: 



X3 



2 



P, 



~PP~ 






g£ 



p^ — ^ 



s 



& 



3= 



^ 



J: 

trem. 



PP 






Clar. 



^T^Tf^Fi^ 



Oboe. 

Clarinette. 

Fagotto. 

Trombone , 
I* II. 



:*zfc 



m 



Ob.j^" 



Fag. 



bZt 




=p 



^ 



Bff^ 2 



2> 



Trombone 
III $ Tuba. 



Timpani 
in D as A. 



Violinol * 



gp^ 



* 



f 



as 

p 



3Zi 



F^ 



<^~ 



^i 



** 



pp 



^ 



^ 



U; 



^ 



jM 



s 



Violoncello. K-^t 






f i" 1 ? tj± 



pm^^ 



f 



^ 



*) By permission of N. Simrock, Berlin. 



d>; 



Cbasso. Veello. 
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Clarinetti 
in Bt?. 



5. CM. v.Weber. „Der Freischufzf 

J a Allegro. 
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Ti 



mpam 
iA.C. 



Violino I. 



Violino II. 



Viola. 



Violoncello. 



Contrabasso' 



PI 



PP^ 



-Ji* i m 



£ 



Pi 



PP 



1 



E 



PP 



"Jv 11 - 



2OTF 



^ v 



Solo. 



^ 



PP 



dt=t=i 



mt=& 



pizz. 



s 



-e- ■&• 



it— it 



it—it 






m 



^ 



w 



*s 



# 



Fag. I. 



£=3 



F=^ 



5< — 3t 



l>jk£> eg 



1^1 



s 



te 



^ 



-f »- 



H kfc aP 



^ 



33 



fe 



S 




» 



H*fe 



9 



i>i> 



«l* 



S^ 



**-> 



7?-sr 



3H 



^BP" 



§&-&■ 



* 



i 




^ 



b#; 



p-vk 



=^a= 




fc£ 



iLJt 



*^-> 



1&-©- 



jK? r 



*# 



f 



i* 



*= 



Efe 



P 



i^ 



^ 



mf 



^IPP 



Corni I. II. 

in EK 



Cor. III. IV. | 
in B|? basso. 



Trombone I. 



Timpani 
inEf>andB{?. 



6. Georges Bizet. Carmen ^ Air^ N9 22, Act III. 



1 



^ 



£ 



pp 



i^^ 



i^g 



^^ 



y — j p 2&. 






3z!fc 



Si 



^ 



5S 



JP.P 



trfflfet 



Jr — VJ JfS 



f=f 



*pf 



m 



f— f 77 r 



tstat 



>JB3J'tt4- 



fT3 j?3 J J' 



s 



P^f 



3? 

J. — J. 



j=f£g£^Bfegi 



is^ 



3=5z 



Jrr^L 



P^ 



V 1 "' 



P 



-y-^- 



i^p 



7. R.Wagner. Walkure, Act II. 

Maestoso assai. 



z ^LJ 7 



8. Mendelssohn. Antigone of Sophocles, No. 4. 

Adagio nontroppo. 



Trombi 
in E. 



3 Tromboni 

/2 Tromb.tenori 
Va.iTromb. basso 



Trombone 
contrabasso 



Timpani 

in C#. 



Sigmund. 




Trombi in C. 



Corni in C. 



Fagotti. 



Trombone 
alto $ tenoreJ 



Trombone 
basso. 



IE 



^ 



^ 



Wer bist du, sag I die soschonund ernst mir erscheint? Timpani 

in'Gu.D. 




U 



tfem. 



£=A 



m 



i 



t 



Ff 



t 



irk 



£ 



# 



P 



JFI 



g 



o- 






d= 



^ 



^ 



?" 



F* 



s 



^- 



trem. 
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Flauti. 



Oboi, 



Clarinetti 
in A. 



Fagotto 



Corno I «f II 
in A. 



Corno III* IV I 



Trombi 

in Ek 



Trombone alto j 
af tenore. 



Trombone 
basso. 



Timpani 



9. Mendelssohn. Oratoro: St. Paul, No. 14 Recit and Chor. 

Allegro. ^- — ^ ^^ 



n 



Soprani, o 

O 



Alti 



O 



i 



tf ^j g 



I 



m 



'iFW 






^te 



Uti 



^ 



HH 



=d= 



i 



i» 







S 



tf 



& 



i> 



ytfw r 



# — ^ 



W^w 



p 



-»- 



i> 



L 



WE 



m 



£fe 



^\ 



S 



3: 



fe 



^ 



^ 



JPP 



1H1 



Saul!. 



:&- 



^4 ^ 



«f 



ft g I g I 



if 



^4M£ 



*r 



k 



PS 



« 4 4 4 4 



hk 



sf dim. 



-& 4 4- 



sf dim. 



I 



S 



ff=£= 



I 



*= 



^ 



3CEI 



Saul! 



S 



JE 



# 



~CT~ 



if 



IE 






*r 



^ 

*• 



i^y 



#? 



EEB 



i 



was verfolgst du 



P=4^ 



Jte. 



JN^ 



^ 



Ss 



JRP 



Ift. 



SgE 



-i5> -- 



Tenor Recit. 



^^ 



Vcello and Cbasso 
Viola. 



M 



=irf 



mich. 



op 



r-f- 



^ 



s 



Corno I «r II 
in- 6. 



Corno HI* IV | 
inE. 



Trombi in E. 



3Tromboni. 



Timpani in B. 



10. Rossini. Overture William Tell\ (By permission of Schott's SShne, Mainz.) 

J * Allegro vivace. 



$m 



$m 



a 2. 



33^ 



ff 






^ 



^ISP 



if^ 



^£ 



ur 



§i 



^ 



* 



^ 



^s 
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J 



i iii 



IITjI 



1=3: 



"Ti : 



g 1 a ; 



^ 



♦-# 



# # « # # 



000 



00 



000 



tf 



$ 



f= Fjg=y 



E f » 1 



1=** 



IP 



^S 



^g 



^^ 



=*3* 



I 



i 



a 2. 



^S 



-0— 0- 



s 



0- 



z& 



ste 



SSI 



3=fe 



£ 



■#-- « - —€ 




J? 

11. Mendelssohn. Antigone of Sophocles, Chor No. 6. 

j Allegro maestoso 



Corni in D. 



Trombi inD. 



Trombone 
alto $ tenor. 1 



Trombone 
basso. 



Male 
Doubleeor. 



Timpani 
inD.A. 



nij 



^^ 



JL 



f 



!ii n j 



/ 



2«ii t > r 



jti * \ 



/ 



W 



JJJJ J 



j n j 



#— — 1* 



Ji J JS 



E F^ 



y»l t t^ 



Viel - na - mi - ger! Wonn' und 



^E 



* 



is: 



^f 






Stolz der 



• 



± 



«■ 



fH 



il 



— V 

3t 



^ 



* 



«r 



fei 



Kad-mos-jung 



* 



<rfr- 



^^ 



i 



P 



rff 



IP 



O 9 * 3E 



4 



3 1 j 



frau , du des 



«r 



^ 



*** 



^ 



stark - er 



fc 



$ 



$ 



m 



i 



f 



*r w 



r 



# 



^ 






§ 



r 



mi 



r 



# 



77* 



t^=^ 







m 



& 



^ 

^ 



^ ^ 



J- 



/ 



«f 



i 




u 



I 



m 



don - nern-den 

4=X1 



rr 



Zeus Ge 



schlecht! 



1 



i 



f=T 



/ 






u Sehutz der 



mm 



& 



j— i)- j> 



± 



herr-li r chen I 






^^ 



a, des ge - 



^ 



fcUp 
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Flauti piccolo. 



Flauti grand. 



Oboi. 



Cor anglaise. 



Clarinetti 
in B!?. 



Fagotti. 



Corni I. II. 

in Ej?. 



CornoIII*IVj 
in Bi? alto. 

TrombaUII 

in E 1 ?. 



Tromballl 

a.IVinB)2 

basso. 

3 Tromboni 
* Ophicle'ide. 



Timpani 
inE?andB|?. 



Flauti piccolo 
in Di2. 



Oboi. 



Clarinetti 
in A. 



Fagotti. 



Corni I. II. , 

in E|7. 

CornoIII*IV 
in B basso. 



Trombi 
inE, 



Timpani 
inEjJandB?. 



12. Meyerbeer. Les Huguenots, Overture, Opening. (By permission of Breitkopf & Hartel, Leipzig. 

J A | Poco Andante. £X 



k 



m^ 



i 



^^ 



ebe 



l 



&^ 



I 



s 



S3 



-€»©- 



^m 



$ 



s 



3E 



3E 



S 



^ffi 



y— B— 



fe 



i 






•jr~7sr 



^ffer 



jf 



m 



jBT 



n 



si 



n 



w?. 



u 



U 



S 



s 



£ 



^ 



f 



s 



w 



tf. 



$ 



We 



M 



u 



w 



hU 



i 



■^ 



m 



w 






^ 



iTi 



^ 



7^ 



*B 



/- 



*FL? 



■oo- 



/«= 



/- 



•^ 



/- 



-o- 



£ 



e 



fe 






m 



m 



m 



Jd 



s 






%-T pp 



§ 



gSS 






i§g 



d 



IfSf 



i 



^ I*" 



&i 



1>P 



^ 



3=^ 



jj 



t= 



w 



f 



"WP- 



■&P- 



A 



*y 



f^ 



p 



n 



-pp 



^ 



pp 



rtfr 



tsx 



PP WZsc. 



m 



T 



w 



m 



35Z 



xx: 



n 



i 



& 



^ 



f 



13. Spohr. Overture to the Op. Jessonda. 






22 



S 



i 



Ss 



5 



I } Viola and Vcelio, 



7 



^ 



fil 



*= 



P 



+- 



Vcelio and C. B. 



m 



•mf — 



JfflHJPjfcffi 








gl < *j P 






■ ufrfiflffi 



V f |P 



/ 



in * * 



ffiigfl 



jWmiJfr 



±= 



dimin. 

Vcello u.Cbasso. 



=P=f= 



^ 



y r 



£?= 



/ 



I 



a — ■ 



13 i 



ar~a i j 5 



a ■ : 



a 2. 

mrnrn 



3 3 



3 iiif ffff FPFF 



<4r 



<4r 



f 



3 3 3 



{WWW 

w wtwi ?i?i liwww 



i 



*« 



*^ 



# Saw*-** it 



^ 



-o- 



K s 



[M 1 i 



fp^ 
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14. Jos. Haydn. Symphony No. 10, D. Mov. IV. Finale. 

Vivace assai. 



Flauti. 



Oboi. 



Fagotti. 



Corni in D. 



Trombi inD. 



Timpani 
inD. A. 



ks^M 



€7 -^Solo 



tCn 



£*rf 



mm 



^s 



s> 



Solo. 



m 



in* 



f7\ 



^1 



Vc.u.CB^^ 



Hi 



Sfe 



m 



p 



g^ 



fe3 



i 



£ 



i> 



i 



rrH 






M 



P 



■ 



^=t 



^ 



^ 



s 



fe* 



£ 



^ 



i 



*=N* 



ff 



^ 



& 



J 



15. CM. v.Weber. Overture 'Oberon'. 

Allegro. ^7- 



Flauti. 



Oboi. 



Clarinetti 
in A. 



Fagotti. 



Corno I II 
inD. 



Corno IE IV| 
in A. 



Trombi inD. 



Trombone alto, 
tenorear basso. 



Timpani 
inD.A. 



m 



4^m 

pp 



fc 



m 



pja 



$ 



S 



^P 



f^gf 



PP 



^ 



$ 



^ 



^= 



PP 



g^ 



1|| 



^ 



=i 



^ J 



i 



^ 



-o- 



3E 



P 



O- 



Old notation sounds D and A. 



k > « ;-> 



zee 



Hi 



5E* 



f 



~n~ 



3T. <T 



^ 



f 



pi 



ii 



^ 



iiil 



# — I* — #■ 



« — 4 — * — r 



■r jr 



tf — b a Viol. I. 



^ 



' /- ^ 



»ee- 



17rr- 



1»°" I If ; - 



^^ 



XT 



=5 



P 



*ES 



I 



fc= 



/ 



/ 



=£= 






3= 



/ 



^ 



3== 



/ 



^ 



.?>i> 



/ 
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16. C. M.v.Weber. EuryantJie. Act III. Wedding march. 
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Flauti piccolo. 



Oboi. 



Clarinetti 
in C. 



Fagotti. 



CorniinD. 



TrombiinD. 



Timpani 
inA.D. 



Trombone 
alto $ tenor.' 

Trombone 
basso. 



B 



m 



¥ 



gg 



m 



/ 






i 



j. 



5 






jjfa 



#•' • 



jfe 



S 



jf 



«- — *+ 



7) 



Jf 



- 4-* 4- 



■»• If 









jtr 



S 



a* g 



tlihij 






y 



tC?T 



*■ a* r 



I 



ii 



m 



m 



"^rr 



# 



r cjt J i 1 '' 1 i' 



&SB91 



gi^i 



^P 



tehJBg; 



^H 



S: 



& * 



^ 



¥ 



^LJU J JI 



m^ 



J , j^r3 



m 






W 



^N 



^j f y t 



>[?#• # 




a 



$£•* 



'j m 



¥h 



i^E 



§ 



S 



+ —€—€—€—€-+ 4- 



+ -4-4 



■4 «-i 



-*-* 



2=g^ 



■2 * 



• 1L ^-^ 



"r *■ ¥-¥"r -r * * 



i 



/ 



WWW WWW WW 



wwww w 



e=3*& 



W 



m 



^m 



W~w 



^m 



4 9- 



$ 



^m 



5fe 



wm 



-&- 



-o- 



#=£ 



,r s 



733 



w 



wm 



Y= 



f 



P 



^ 



f^£ 
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Flauto 
piccolo. 

3 0boi. 

3 Clarinetti 
inC. 

3 Corni 
inD. 

3 Trombi 
inD. 



3 Tromboni. 



Timpani inD 
$ Cimbales 



17. R.Wagner. Lohengrin. Act II. 1. Scene (On the stage.) *) 
J A a Lebhaft. 

' *4 




Ob.I.^T 



^»^»»v»v 



£ 






IB 



feEE^ 



i£ 



i 



*r- w ' — 



a 



fed 






^=4=i 






44£ 



a3 



^ 



P 



art 



j #p^ 



^^ 



^ 



i 






S^Cf 



□r 



r_r— q 



^ 



*m 



NM 






^ 



v=f 



Cimbales. 



19. Scherzo. 



Timpani 
inF. F. 



Violinol* II 
8f Viola. 



18. Beethoven. Symphony No. 9. D-mi. boe I. 
Scherzo. Mov. III. 

J Vivace. 



Clarinetti. 



Violoncello* 
Contrabasso. 



^m 



AT ^ 






>> 



« 



# 



fi 



X-, 



^E 



i= 



<rr 



*/ 



*/ 



inr 



F 



=# 



Fagotti. 
Corni. 



Timpani 
in F. F. 

Violinolill 
s; Viola. 



ir 



W 



Violoncello-s 
Contrabasso. 
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^jff 



g^ 
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3Efe 



^ 
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=fcfe 
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*) By permission of Breitkopf & Hartel, Leipzig. 
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20. Beethoven, Symphony Bt?. Mov, I. 

J a j Adagio. 
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Flauto. 

Clarinetto. 
Fagotti. 
Corni. 



Timpani 
inEi?andBt?. 



Violinoljsf II. 

21. Mo^- I. 

J Allegro vivace 

Timpani I *)* /# — - 
inBt^andF '^ ~^ — 

Yiolinolsfll 
sj Viola. 



Violoncello ^ 
Contrabasso. 






€Tar7 



4 .. ^1Q 



^^ 



piai 



^ 




^^ 








^p^ 



r 



*) At the close of this 
movement the drum figure 
appears alone. 




22. Beethoven. Symphony A: Mov. I. 

/ Allegro vivace. <tr* 



SSEft I? «Ji- 



inB|?andF 



ViolinelsfIL 



Viola. 



Violoncello. 



pb 



S 
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^^ 



^n 



J jg^ 
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t= 



*= 



=£* 
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r 
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^g 
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-o- 



^^ 




Flauto. 
Oboe. 

Clarinetto. 
Fagotto. 

Timpani 
inA.E. 

Violinolgf II 
^ Viola. 



Violoncello $ 
Contrabasso. 



23. Beethoven. Symphony &.- Mov. II, 
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ES¥ 
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24. Beethoven. Symph ony No. 5, C-minor. Mov. I. 



Flautol. 



Oboi. 



Fagotti. 



Timpani 
in C. G. 



W 



£ 



k£ 



m 
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^m 



p 



#-#-#■ 



p 
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Tuba 
contrabasso. 



Timpani 



25. Wagner. Siegfried Prel. to Act II. (By permission of Scbott's Sohne, Mainz.) 
j Langsam und schieppend. 



iC.Ffr 



Viola * 
Violoncello. 



Contrabasso. 
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26. Rossini. Tell-Overture. 

; Andante. 



Timpani 
inE. 



Violoncello I. 



Violoncello II 
* III. 



Violoncello IV 
* V 



Contrabassi. 




27. Beethoven. Symphony, C-minor. Mov. m. 

J Allegro. 



J Allegro. 

S£ p-iJTt | JJJ|Jti 



Violinol. 



Viola. 



Violoncello * 
Contrabasso . 



^ | JiilJ^ l J^lJiJ|Jj:J|JjJ|J^J|JJJlJJJ 
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28. Beethoven. Symphony No. 9, D-minor. 

Adagio molto cantabile. 



Flauti. 
Oboi. 



Clarinetti 
in Bj?. 



Fagotti. 



Corno in 
Bj? basso 



Timpani 
inB|?andF 



Violinol. 



Violino II, 



Viola. 



Violoncello .v 
Contrabasso. 




Fagotti. 



Corno II 
in Efc>. 



Corniin.IV, 
in Ek 



Trombiin Et?. 



Timpani 
in E(> and Bt?, 



Violino II . 



Viola: 



Violoncello.! 



29. Nicolai. Die lustigen Weiber von Windsor. Act EI. Mondaufgang. 

J Andantino. 
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J 



Flauti. 



m 



a2.^ 



g 



4s& 



^ 
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ij^l 



Oboi. 



m 



p 



s= 



=^ 



Clarinetti in BJ7. 



a 2. 



^^ 



¥ 



¥^3& 



Fagotti. 
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P 



zsx: 
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XT 






Corno I in A'?. 



$ 



Corno II in Et?. 




Timpani. 



gLTJUT 



iJ33J £ 



^K 



£ JJjjf 



f # jj» ^ 



Violino I. 



** 



Violino II. 
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iJL 



£L 



^L 



O. 



11. 



ii 



£1 



Viola. 
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m 



m 



5X1 



ix: 



Violoncello. 



d: 
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3DCI 



^ 
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cresc.poco a poco 
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Clarinetti 
in Bt?. 



Fagotti. 



Corni in C. 

2 Ventil- 

trumpets 

in F 



Timpani 
inC.G. 



Violino I. 



Violino IIJ 



Viola. 



Violoncello. 



Contrabasses 



30- R. Schumann. Symphony No. 3, E. Mov. II. "Scherzo. 

7 a a Sehr m'assig. a2. 



31. Mozart Overture:: 87 
Magic Flute. 

Adagio. 



Flauti. 




|te 



Violoncello* 
Contrabasso 
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^m 
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32. Frz. Schubert. Symphony No. 7, C. 

Allegro. 



Mov. L 



Flauti. 



Oboi. 



Clarinetti 
inC. 



Fagotti. 



Corni in C 



Trombi in C. 



Trombone 
alto sr tenon 



Trombone 
basso. 



Timpani 
inO.G. 



Violinol. 



Violino II. 



Viola 



Violoncello. 



Contrabasso. 




> / 
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Trombala. 
in EP. 



Tromba III 
in Efc 



Tromba in 
E|? basso. 



Trombone 
tenore basso I, 

Trombone 
tenore basso II 



Trombone 
tenore bassoul 



Tuba I 
in Bj2 tenore, 



Tuba II 
in B|? tenore. 



Tuba I 
inF-basso. 



Tuba II 
in F basso. 



Trombone 
contrabasso 



Tuba 
contrabasso 



Timpani in F. 



33. R. Wagner. Walkiire. Score p. 84. Wotan and Fricka.*) 

. Ruhiges Z eitmas s. vmmmLm v » I PTSS i i 



Arpa I 5) II. 



12Violoncelli 



8 Contrabassil 




*) By permission of Schott's SShne, Mainz. 
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Exercise VIII. 

Choral for full orchestra. 
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Choral „Nun danket alle Gott'.' 



Original. 



i 



¥&£ 



T 



m 






±± 



fT 
^ 



±=k 






¥^ 



£ 



f= 



znr 






f 






f=^ 



m 



r>. 



i 



^ 



*± 



^ 



^_i 



PF 



* 

1 



C^ 



Flauti. 

Oboi. 

Clarinetti 
in Bi7. 

Fagotti. 

Corno I % II 

in F. 

Corno III $ IV 
in F. 

Tromba I # II 
in F. 

Tromba III 
inF. 



Trombone I $ II. 

Trombone III. 

Tuba basso. 
Timpani in F. C. 




Congregation. 

Violino I. 
Violino II. 

Viola. 
Violoncello. 
Contrabasso. 

\ Division of the parts. . 
Sopran. Alt. Tenor. Free part. Bass. 

Flute 1 a. 2. Oboe 2. Fag. 1. Horn 3. Fag. 2. 

Oboe i. Clar. 2. Horn 2. Pos. 1. Horn 4. 

Clar. 1. Hornl. Tromp.3. Pos. 3. 

Tromp.l. Tromp.2. Pos. 2. Tuba. 

Viol.i. Viol, 2. Violonc. 

C. Bass. 



Ex. 1 shows the choral arranged for orchestra after the 
fashion so often heard at health-resorts in the mornings. (Often, 
indeed, no free part is found.) As the previous method of 
doubling I have used, (shown by the brackets) might lead here 
to errors, I have shown under each example how the parts are 
divided among the various instruments. In No. 1 the flute 1, 
double-bass and tuba are an exception to the other parts, for 
flute 1 plays an octave higher, and double-bass and tuba an 
octave deeper throughout. If both flutes are required to play 
like flute 2, neither would really be noticeable; as lhave arranged 
matters, the soprano derives same brilliance from them. The 
2 nd trombone (tenor) takes in bar 2 a passing 2 nd added part, 
but returns in the following bar to the tenor part. The drums, 
which are not often used in chorals, are introduced here to show 
the method of using them; and this method is probably the 
best, especially when the congregation sings with the orchestra. 
The introduction of the drums at the pause (^) will mark the 
close of the strophe for the congregation who are singing in 
unison, and, moreover, will tend to prevent drawling.) If in 
Ex. 1 the free part is omitted, the 3 rd horn will take the horn 
or bass part, and the 1 st trombone the alto. In this example 
the 2 violin and viola might be written as in Ex. 2. If in 
Exs. 1, 2, 3, the piccolo, English-horn, bass-clarinet and double- 
bassoon take a part, the first would play in unison with flute 1, 
English-horn the alto or tenor, bass-clarinet tenor or bass, and 
double-bassoon play in unison with double-bass. In strophe 2 
in the original a Vacuum' occurs between the tenor and bass. 
To obviate this the bass is doubled in the higher octave until 
the pause, where there is a free part. 

This choral can also be played by the following various 
groups of instruments alone: 

1) string-quartetto, quintetto or string-orchestra. 

2) 2 clarinets and 2 bassoons. 

3) flute 1 or oboe 1, 2 clarinets and 2 bassoons. 

4) flute 2, 2 clarinets and bassoons 2. 

5) All the wood-wind. 

6) trumpet 1 and 2, drum 2 and 3. 

7) trumpet 1, horn 1, 2 and 4 (not to be recommended; 
the combination should only be used when the necessary 
number of horns is not available). 

8) All the brass. (Here trumpet 1 is too weak to take 
the soprano alone.) 

9) Strings and wood. 

10) Wood and brass. 

11) Strings and brass (not good). 

12) Small orchestra 1 flute, 1 oboe, 1 bassoon, 2 clarinets, 
2 horns, 2 trumpets, 3 rd trombone and strings, the last 
as in Ex. 1 and 2. If even less instruments take part, 
oboe 1 and bassoon 1 can be omitted. 

*) When a choral is sung in the open air at a festival, this end 
may be gained by using one beat of the big drum at each pause. 
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Choral „Nun danket alle Gott'.' 



Original. 



Flauti. 

Oboi. 

Clarinetti 
in B{7. 

Fagotti. 

Corno I # n 
inF. 

Corno HI $ IV 
in C. 

Tromba I fir II 
inF. 

Tromba III 
inF. 



Trombone alto 

Trombone tenore 

Trombone basso. 



Tuba. 

3 Timpani in 
F, B?, C. 



Congregation. 



Violino I. 



Violino IT. 



Violoncello. 



Contrabasso. 




£= 



r 
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la 



f 



T 



W 



r^ 



j 



^ 



fff 



1 



pp 



4 



c 



Ex. 2 shows a few alterations from Ex. 1. 

1) the soprano, alto and tenor are taken by flute 1, flute 2 
and clarinet 2 an octave higher. If all parts are played f or 
ff 1 these parts would be somewhat veiled and so scarcely per- 
ceptible; but if the other instruments play p or pp, but the 
2 flutes and clarinet 2 f or mf. the tone of the upper parts 
would be clear and distinct. In the following notation for 



2 flutes, 2 oboes and 2 clarinets 




upper 



parts in the higher octave would be much more prominent, 
because of the more powerful tone of the instruments. 

2) Here the horns differ from the first in so far as they are 
differently pitched (F and C); and the 3 rd horn plays the soprano 
an octave below the original. This is only advantageous when 
the melody lies in the higher and more penetrating register of 
that particular pitched horn. For F-horn the strengthening of 
the horn thus is not very happy; moreover, the tone of the 
C-horn here is mild and tender and combines more easily with 
the other melody-instruments. 

3) The trombones used here are not 3 tenor-trombones, as 
before, but alto-, tenor- and bass-trombones playing these parts. 
Although a tenor-trombone can play the alto part, yet the 
character of the part would be forced. 

4) Here the drums are used. In strophe I, C- and F-drums 
could be used as bass and harmonious added p :srts; but in the 
following strophes are pauses wherein the drums cannot play, 
and so the scheme is disarranged. 

5) Violins I and II again differ from the Ex. 1. The 
violins I play in octaves (divisi) the 2 nd takes the original alto 
and tenor; and the viola the added part. In some circumstances 
when the 2 nd violin cannot take the tenor part because of lack 
of depth the viola may step in, and violin II take the added 
part. This orchestration lends a more solemn grandeur, fullness 
and power to the choral than Ex. 1. 



Division of the parts. 
Sopran. Alt. Tenor. Free part. Bass. 



Flute 1. 
Oboe 1. 
Clar. 1. 
Trump. 1. 



Flute 2. 
Oboe 2. 
Horn 1. 
Trump. 2. 



Viol 1 in 8 v -e Altpos. 
Horn 3. Viol. 2. 



Clar. 2. 
Fag. 1. 
Horn 2. 
Trump. 3. 
Tenorpos. 
Viol. 2. 



Viola. 
Viol one. 1. 



Fag. 2. 
Horn 4. 
Basspos. 
Tuba. 
Violonc.2. 
C Pass. 
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Choral., Nun danket alle Gott." 



£§ 



Original. 



IT-*- 



T=T 



m 






Flauti. 

Oboi. 

Clarinetti 
in Bi7. 

Fagotti. 

Corno I $ U 
in F. 

Corno HI # IV 
in F. 

Tromba I # II 
in F. 

Tromba III 
in P. 



Trombone I# II. 



Trombone III. 



Tuba. 

3 Timpani in 
F, B|2, C. 



Congregation. 

Violino I. 

Violino II. 

Viola. 

Violoncello. 
Contrabasso. 
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Gott. 
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Sopran. 

Flute 1 a. 2 
Oboe 2. 
Clar 1. 
Trump. 1 



Diyision of the parts. 

Alt. Tenor. Free part. Bass. 

Fag. 2. 
Horn 4. 
Pos. 3. 
Tuba. 
Violonc. 
C. Bass. 



Oboe 1. Clar. 2. Horn 3. 

Horn 1. Horn 2. Pos. 1. 

Trump. 2. Trump. 3. 

Viol. 2. Pos. 2. 

Viol 1 in 8Xe Viola. Viol. 2. 

Violonc. Viola. 
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Exs. 3 shows the choral scored as fully and powerfully 
as possible. The 2 flutes, 2 oboes and 2 clarinets, could 
play as in Exs. 1 and 2. The 4 horns and 3 trombones 
are as in Ex. 1, but might be as in 2). The drums are 3, 
tuned, 



and can be played by one person; here, too, they cannot 
be used uninterruptedly throughout because of a deficiency 
of harmonious notes. If 4 drums were used, in B, C, D 
and F, 

they could *play [a harmonious note throughout. But since 
from most orchestras the 3 rd drum is lacking, it is better 
either to omit the drums altogether, or score them as in 
Ex. 1). 

It must not be understood that for every full orchestra 
chorals must be arranged exactly as in Exs. 2 and 3. The 
arranger may score his tunes according to the meaning of 
their text. 
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The following example may serve to show a very effective, powerful and full score of a choral. 



Otto Nicolai Op. 31. Kirchliche Fest-Overture on the Choral 'Ein feste Burg ist miser Gott\ 



J 



Flauti. 



Oboi. 



Clarinetti 
inC. 



Fagotti. 



Corni 
in F. 



Trombi 
in F. 



Trombone I Srll.j 



Trombone EI.' 



Timpani 
in F. C. 



Violino I. 



Violino II. 



Viola. 



Violoncello 

# 

Contrabasso. 



Organo. 
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The big Drum. 



(Ital. Tamburo grand, Gran Cassa, Franz. Grosse caisse). 

This is found in all sorts of orchestral music; it plays a particular role in dance and military music, where 



it is generally used to mark the strong beat. Its music is written in the bass clef, on one line. thus, y J 



In scores it is often written thus, to save space, ^y J J J | J J but never in the parts. Its tone varies 

according to the power used to produce it. Thus pp, p, /tif are dull but penetrating: f and ff on the other- 
hand are ringing and powerful. Although each stroke sounds on after the stick has left the skin, yet it is not 
noticeable. When a breve (c) is written andante or moderato, this cannot be said; in alia breve it is better to 
note that the tone is to be allowed to sound on its proper length of time. Rhythmical figures as the following 

are playable in not too rapid tempo: l.) J j MJ J J |8)J. J ,4.) J > j ,5.)j j J J ,6.)j j J ^ ,7.) J J { J i 

"hhMify- J > J J1 i0J J J Jm^ J iiJ \ W J J 2JJ2\ M J J2J \ U) J yJiJ 12 T } J- J72 \ m IJ72J J2 \ 

These numbered 10 to 16 are difficult in rapid tempo. No particular effect accrues from a rapid repetition 
of the same note. Sometimes a tremolo or roll is written. The latter is obtained by the player grasping the 
stick in the middle of the grip and by means of the wrist striking the upper and lower ends of the drum with 



great rapidity. The notation is: * )'• f^ 
p, mf, f or ff\ ~^rf' 



TT~ 



or n II or A » 1 1 (The first in the best). It can be executed pp, 



or^^ir^ and in a variety of tempi. If an especially powerful stroke is required 
and to sound on, it is written thus: 6). gj \ j %jj > | jjj^ljj ( (or thus; cy. J j. \ j | J 






In simple music the big drum is used, as has been said, chiefly to mark the rhythm, as may be seen in 
Pt. VII, p. 40, Ex. d. In more important works it also serves the same purpose, but it is used as well for more 
characteristic purposes. Such composers as the following have used the big drum very effectively: 



Beethoven, 'Schlacht bei Vittoria', 9. Symphony. 

Haydn, 'Militaire-Symphony'. 

Mozart, 'Entfuhrung'. 

Spontini. 'Vestalin' and 'Ferdinand Cortez'. 

Auber, Overture 'Sirene ( . 

Meyerbeer, 'Lies Huguenots'. 



Berlioz, 'Requiem' and 'Benvenuto Cellini' etc. 

Mendelssohn, 4 Walpurgisiiacht'. 

Schumann, 'Paradise and Peri'. 

Liszt, Faust-Symphony and other symphonic poems. 

Verdi, 'Requiem' etc. 



The big drum may be played with two sticks, one being in either hand of the player, with which he 

strikes both ends of the drum. These, however, must not fall together. This use in rarely found, (Berlioz's 
Requiem 'Tuba mirum*) but its part is written thus: 

.left / /. — on one line. 

J 1 JTj ^ J J 1 ^ : r J r J | r J~jT2 r jyz 



y-n , j 



right r. r. 

Since in many orchestras there are not one player for the big drum and one for the cymbals, these 
instruments are written for on one line, and all played by the same person, the cymbals being affixed to the left 
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side of the drum. The player uses his right hand for the drum and his lelt for the cymbals, striking the fixed 
one with the other. The notation then is this. In the score the words' 'Grosse Caisse' or 'big drum and Cymbals' 

written. 9* rJ J -a^or-i?-. i J | fv J J J ! |[ or J J J j] ; If when using this latter notation 

' ! ! Grosse Trommel alone Becken or alone 

or senza Piatti. or senza Cassa. 



are 



either drum or cymbals is alone to be played the words senxa Piatti, -9^ -J— f- J jt : or -P^-i^ t^ 1 ^^ 



senza 



Cassa are written; and when both are again required together, add the words Grand cassa con piatti This 
notation is usually found in dance music. 

The big-drum player, when time allows, also undertakes the triangle (see p. 99), whose part is often 
written in the drum part. But a few bars' rest must be given him to change instruments; thus: 

Moderato. Triangle, * > . 

^^. Gr / j r "j a T J T- en j * p 7 ^ 7 '* i J *j^ i 



Above the part must then be written 
'Grand cassa, piatti e triangolo'. 
See the following examples in score, f; and Pt. VII Exs. d and e. 



The Cymbals (Piatti, Cymbales). 

Gymbals, which are two metal plates, have a hollow in the middle with a small hole through which a 
string is drawn, and so fastened that the hands ma holdy the cymbals fast. They are not struck flat, but as it 
were stroked, whereby a sound, sharp and piercing is produced, which pervades the whole orchestra. Cymbals 
can be played in all grades of tone, but they are most effective / or ff. Their part is written in the violin and 
bass clefs, the former being used when the cymbals have one line to themselves; and the latter when they play 
with big drum and triangle, their parts then being combined. But few rhythmic figures are playable on the 
cymbals, for rapid blows or strokes are not only difficult, but objectionable because they resound so greatly. In 
writing for them the notes should be of the precise length required. Thus: 

o |"J - |J^J^|JJ^J j JJJJ|J j t-|Jl^. - I 

If a short, sharp stroke is required without the after-sound, the player presses the cymbals to his body. The 
use of cymbals is this: When a tamtam (see later) is required, cymbals are used, their edge being held free and 
struck by means of a stick. The effect can Be of 3 kinds; if produced by a big-drum stick, f it resembles the 
tam-tam; if a kettle-drum stick be used, it is gentler; but if a wooden stick be employed it is sharp, ringing, 
piercing. Still another effect can be produced on a free swinging cymbal by playing a roll round its edge by 
means of a pair of small-drum sticks in all grades of tone, crescendo or diminuendo. The tone, p and mf is 
penetrating and metallic; f or ff it is mysterious and fearsome — an effect enhanced by a simultaneous roll 
of the drums. 



See the following example f and Pt. VII, p. 40: Ex. d. 
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The military drums 

are clear and rattling in sound. They are used in concert and theatre orchestras, but more frequently in military and 
dance bands; their music is written in the violin clef on c or e, ^ Hi or on one ^ ne - '(s> « I J jt I 



This latter occurs only in the score; the former in both scores and parts. Sometimes the military drum part 
is found in a score with that of the big drum on one line, both then being written in the bass clef: thus, 



g#H i 



or in score, thus: I* ! } > 'j \ !1 ^ e latter on ty> however, to save space, 



On this drum the most varied and complicated rhythmical figures are playable, (tremolos or rolls in all 
grades of strength from pp to ff or vice versa), by means of two sticks. Here follow a few of these, which can 
be played in almost any tempo. 






|, J3 J J> j a J J)p J73 fl HI f> also: | J J I J | J iff J>"n 



The roll is written thus: 
1.) Andante. 2.)Moderato. 3.) Allegro. 



£ also ^ 
-o ^- 



It can be for any length and with the shades here shown. 

fe- f 

P 



*•)* i v i & i 2.)* | l I , n z) : f s ^ p { _ , , , , 4.)^ ^ 5.)^ £ £ 2 




^ /// or / 

If whole or half notes are written in a not very rapid tempo they have not the correct effect if executed 
by one stroke. If, however, the note is to sound longer — which can only arise from a roll — the notes are 
written as a roll in the fit tempo. The method of writing for this drum is difficult in that great care must be 
taken with regard to the alteration of the rhythmic figures. In marches and dances this drum is used to 
accompany and to mark the rhythm of the melody: e. g. (accompanying — supporting the rhythm — supporting 
the melody rhythmically). 



Alia breve. 



¥i 



Accompanying. 
March. 



Alia breve. 



•rom nan vino* * ^ .Qn^^/N«^;.,^. ±i.~ „u_.j.t ^ 



e 



ggg 



m 



Supporting the rhythm. 
Walzer. 



^m 



fc&e 



lr M 



m 



P 



P 



| c I 



;773JJIJ773JJlJ/3JJ 



JU 



I 



ui4 



jml 



JwJw^ 



JTtt i 



Forming the melodic rhythm. 

A dull colour can be produced by means of a 'mute', or piece of cloth placed between the under skin and 
the snares, so that the vibrations are stopped. The tone is then like that of the drum to be described next, dull 
and mild, but not so strong as that of the latter. The 'muted' drum is not often used. If the tone is required 
to be dulled, notice should be written in the parts, and a few bars rest allowed before its introduction in the 
middle of a piece. 
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The following and other composers have used the small drum in their works: 

Auber. „Die Stumme." „Fra Diavolo." 

Donizetti. „Die Regimentstochter." 

Rossini. „Belagerung von Corinth." „Die diebische Elster." 

R.Wagner. „Rienzi" etc. 

Meyerbeer. „ Afrikaner in " „ Prophet" „Nordstern" etc. 

The following solos from well known works will be of use and interest to the student 

Beethoven. „ Schlach t bei Vittoria."_ 

*> ^Tji\iinh\j H\j?ii\fln \ rto\ j3ii+±ii 

Beethoven. From similar works. 

Solo , __ L 



8 



Auber. Overture 'Fra Diavola'. ! 

Allegro maestoso. ^^ _ 

In the small-drum part those for triangle, Glockenspiel and other instruments can be included, provided 
that the player has time to undertake them. The names must be written over the part. The player requires 
but little time to change from one instrument to the other. 

See Pt. VI Ex. in score f: and VII, Ex. d p. 40: and Examples in score e p. 58. 



TtlC foil dfUtn (Caisse roulante) 

differs from the small or military drum in that its body is of wood, it is larger and longer, and has no snares 
on the under skin. Its tone is dull, resembling somewhat that of a 'muted' small drum, but deeper, or a medium 
kettle-drum. It is written for precisely like the small drum. It is very rarely found in orchestras 5 but occurs 
as a stage instrument in opera. Berlioz has used it in the 'Tuba miruiu' of his Requiem, and Wagner in 'Rienzi'. 



The triangle 

is of thin steel bars, hung upon a string, and made to vibrate by means of a steel rod. It has a clear, bell-like 
tone in a high but uncertain pitch. Its notation is in the violin clef m f — — but sometimes (as will 



be seen) the bass clef is used. Many kinds of rhythmic figures are playable, as well as rolls and tremolo, without 
any difficulty and in many grades of tone. (See small drum). All these are written like those of the small drum. 
It can be used alone or in combination with other instruments; but its chief use is for decorative purposes. Its 
effect may be very graceful and happy, but also if used in the wrong place, trivial. The triangle has been used 
by many composers, many of whom, again, through want of knowledge, produce an effect entirely different from 
that intended. In the works of some of the masters, it is used for characteristic purposes, in opera and concert 
music, as will be seen. But the triangle is most often found in simple music of the dance kind, where, truly, it 
cm do but little damage, for the great public likes a little tinkling. 

*) Put on one line to save space. 
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The different modes of writing for the various percussion instruments already described in score and parts 

are as follows: 

// 

*I i t 1 1 ^ M ^ Triangolo * g^fl J , rf i J J „ ^ 

Triangolo. 



Triangolo. 



Tamburo 
militare. 

Tamburo 
grand. 

Piatti. 



fgl 



mm 



m 



is 



s 



im 



Triangolo $ 
Tamburo 

militare. 

Tamburo 

grand 

if Piatti. 

Timpani 



Pi 



& 



m 






* 



w 



Tamburo 
militare. 

Tamburo 

grand 
if Piatti. 




Triangolo. 

Tamburo mil. 

Tamburo gr. 

Sf Piatti. 






55^=3 



§ 



^ 



S 



5^ 



p£ 



Tamburo 

militare 

# Triangolo. 

Tamburo 

grand 
% Piatti. 



J A Tamb.mil. 






s 



w 



m 



m 



4 Triang. 

■ irmfW iw 



Tamb.mil. 



_6_ 



g 



Tamburo gr. / ff^ f f | ■ | . | - | { f I F ^=W 

* Piatti. r r I 7 i r 

, I I I 2 Triang. 

S^ y « J * f J i J J ■ i ■ i p ? p%Eggj^i 



i i i t . i . i i * A _ rlan g- 



See Ex. f in following Exs. in score: and Pt. VII, p. 52, 64. 

The basque drum or tambourine 

s an instrument dear to the heart of some southern folk, for whom it heightens the rhythm of dances. It is 
wood-rimmed with a tanned skin drawn tight: on the edge or in the middle of the frame are small pieces of 
imetal which sound together when the instrument is struck. This last is effected by the back of the right hand 
on the skin, the ends of the fingers 'stroking' the skin. Its notation is in the violin clef thus; J? J - -| 



and its tone resembles that of the small drum (muted) without snares. The noise of the tiny metal plates, 
which mix well with other instruments, can have a very happy and characteristic effect. As, however, only two 
kinds of noise are possible on this instrument, its notation is of the simplest, thus: 

difficult in slow tempo. 



' r* i rr'if pyrif M i i P 



Its music may also be written on one line. 
The instrument rarely occurs in the orchestra; but it is 
score-Exs.), and Donizetti 'Don Pasquale' and Bizet 'Carmen'. 
See Ex. f, p. 104, 105, 111—112. 



used characteristically by Weber in Treciosa' (see 



The tambourin 

proper is a small drum in a narrower thougli longer form and is struck with a clapper. It is used for precisely 
the same purposes as the above, but here only single strokes may be used; it is always played in conjunction 
with a small pipe, or flageolet, both being taken by one player, the pipe with the right hand and the drum with 
the left. It never occurs in the orchestra. Its effect can, more a less be reproduced by the piccolo in the middle 
register and the muted small drum. 



The tam-tam 

is a metal instrument resembling a very large plate, with small edge, hanging from a string and caused to sound 
by means of a wooden clapper. 
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The bass clef is used for it, and notes formed thus if possible 41 **, to be more easily seen. Short notes 
are not practicable, for the instrument resounds too much, which indeed is its characteristic effect. Single tones 
pp, p or mf sound sad and gloomy, but these f or ff are powerful, fearsome things. It is used in funeral music 
and for dramatic effects, where awe and the horrible an required to be expressed. 

The Tam-tam can play alone or in combination. It is of fearful effect when it plays f with the brass, 
but it can be used p or pp for dark, gloomy effects. See the annexed example. 



Cornol. 
in Efc 



Corni in C 



Trombi 
in Bk 



3 Tromboni 
Sf Ophicleiide. 



Timpani 



Meyerbeer. Robert the Devil*. Procession of Nuns. . (By permission of Schlesinger, Berlin.) 



ipa 
C.( 



Tamtam. 

Violoncello $ 
Contrabasso 




NB. The horns in C in the bass clef sound as written. 



The following composers have used the tam-tam: Cherubini (Dies irce of his Requiem in C-mi:) Gounod 
Faust'; Bellini in 'Norma'; Spontini in 'Fernand Cortez'; Halevy 'La Juive'; Berlioz 'Requiem'; Volkmann 'Richard III'. 



The eastagneis 

are used in the orchestra for rhythmical effects and a peculiar colour. They are of Spanish origin, are always 
used in pairs, and are played by dancers. Orchestral castagnets differ from the former. The original material 
of the dance-castagnets is hollow wood shaped like a pear, two of which fit together; at the narrow end they 
were tied by a piece of string. They were fastened to the thumbs of both hands, laid in the hollow of one, and 
made to sound with the fingers, a sharp click being the result. Those used in the orchestra are constructed (for 
easier playing) in the same shape, but between the shells, as it were, is a wooden tongue of the same breadth 
to which the back pointed end of the shell is fixed, so that the foremost part can move. These are sounded by 
rattling or shaking rhythmically with the hand or arm; but their sound is inferior to the other. They are used 
in ballets, or Spanish music; and are written for, like the small drum, yet without the same amount of rhythmical 
variety. 

The following shows the rhythm of Spanish dances. 



\ J \\ | J J J i J * J | J $ ^J^ | J j J J J J |JTWJTJ3|J"JWJTWJ"3 



|g « b^>y |.j )j)JnJ)^ a b|/7n| j "jjroiJTSWJ>i 
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The Glockenspiel 



is used by Mozart in the 'Magic Flute', wherein the most is made of its compass and practicability. It was a 
cymbal with key board, had octaves of compass and was written for on two lines, thus: 



Allegro 




It sounded, however, an octave higher than written. On the present Glockenspiel this is impossible since 
the instruments have not always the necessary compass, and, moreover, are constructed differently. Those used 
in orchestras consist of a number of pieces of steel tuned diatonically or chromatically, and sounded by means of 
one or two small hammers with steel heads. The tone is crystal clear and penetrating. They are built in 
varies shapes: 1) lyre-shaped, in which keys are fastened by or hang from strings: 2) steel notes placed in rows 
on pieces of wood in a box, and struck with hammers: 3) the same but having a key board. The 1) is used in 
military bands chiefly: 2) in orchestras generally: 3) is rarely found any where in spite of its being the easiest 
to play. Its music is in the violin clef; compass, with chromatic intervals; 



i 



p^ 



z^ 



or 



$ 



^ 



5^1 



and it sounds an octave higher than 



the written notes. Since in music the whole of the compass does not often occur, the player plays the notes as 
seems best to him. 

It is well to add at the beginning of a score the notes required thus: 



The signature of a key is not given, accidentals being placed in the music itself, as in the above example. 

Eapid rhythmical figures are not often found, but as a rule only diatonic or chromatic progressions, which 
may be played slowly or rapidly according to the skill of the player. In military and dance music the Glocken- 
spiel is used frequently, both to take the melody and to suggest it rhythmically. It is rarely met with in more 
important music, but Meyerbeer has used it in 'L'Africaine', and Wagner in 'Die Walkure'. 

It is generally undertaken by the drum players, and its part often, therefore, written in that for drums. 

See Pt. VII No. 75. 



The Xylophone 



consists of a number of various sized semi-circular pieces of wood arranged in order, arranged on and bound by 
two strings; these are laid on two straws so that each is disconnected from the next; they are sounded by one 
or two small wooden hammers.*) Their music is written on one line in the violin clef, and sounds an octave higher 
than written. 



*) Nowadays they are differently constructed. 
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Their compass varies, thus 



The best register is 



- $jj,"' r l - &y' r » * 



with the chromatic intervals. 



w 



Many rhythmical figures, passages and ornaments are playable. The instrument is chiefly used in dance 
music, though there exist solos for it. 

Saint-Saens has used it effectively enough in his 'Danse Macabre'. The notes sound an octave higher than 
they are written. 

Saint Saens. „Danse Macabre." 
Mouvement modere de Valse 

.-.7-3 i 

&'* *rTrT 



Flauto piccolo. J 
Flauto. 
Oboe I . 
Clarinetto I. 

Trombi 

3 Tromboni 

Sf Tuba, 



Xylophon. 



Violini 
Hf Viola. 



Violoncello $ 
Contrabasso. 




1 *) Sounding an octave highter than written 



For certain characteristic purposes other means of producing sounds are used, which can hardly be described 
as musical instruments. Beethoven, in his 'Battle symphony' has used two rattles to describe the small fire of 
the fighting hosts; and Weber in Treciosa' has bells for his Gipsy music. There are also large bells, in many 
operas, which often are wongly written for by composers. 



Rossini in 'Tell' has for a bell: 



S 



*¥T 



Meyerbeer uses two in 'Les Huguenots; 3: 



33Z 



Wagner in 'Parsifal' has four: 



k ) l J-j l 



^^ 



^m 



5 



m 



Since bells, which emit these deep tones, are rarely bought by theatrical managers owing to their cost, 
their size and weight, many experiments have been tried to obtain the same tone from another source, or to 
substitute smaller bells of a higher pitch. 

The following table shows the weight and size of a bell for a given tone. 

Great E lower Diameter ser 2 Meter 35 Centimeter 8 Millimeter, Weight 128 Centner. 

" F *2 „ 21 ., 2 „ t> 107% „ 

G 1 „ 96 „ 9 ,, .. 76 V 8 

A „ „ l „ 75 „ 2 „ „ 53 3 /4 

Small c ,* „ l „ 47 „ 5 „ „ 32 

All such instruments as are used in Beer-Garden Concerts for comic and similar effects need not b$ 
described here. 
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Percussion instruments in combination with strings, wood and brass. 

•1. Meyerbeer „Les Huguenots", Act 1, No. 4. ( B y permission of Breitkopf & Hartel, Leipzig.) 
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Flauto piccolo. 
Fagotti. 

Corni in C. 

Tamburo militare, 

Tamburo grand 

Sf Piatti. 

Marcel. 
Viola. 



Violoncello Sf 
Contrabasso. 



gp^ 



m 



Allegretto. (J = 176.) 



Solo. 






Tamb.gr. 



¥%^f 






sang: 



Piatti. 



SE 



$ 



pii'f, 



i*p 



paff, 



33 



f 



piff, 



'if 



JfcSfc 



$ 



paff! 



^=^P 



Is 



dim. 



a 



^ 



I 



lip 



y§ 



g 



5L2: 



-P- 



^ 



^ 



i 



^Mf- 



1 



fcjfc 



mdrcato e staccato 



±t3z 



gE 



^ 



-v-^- 



Jt!t 



^ 
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2. George Bizet. "Carmen", Act IV, No. 25 *>. 



Flauto I. 



Clarinetto I 
in A. 



Tambourin. 



Violino I $ II. 



Viola. 



Violoncello % 
Contrabasso. 



Pi 



Allegro vivace. 



m 



pp 



^ 



^ 



^ 



i 



-pp 



^ 



^ 



tiff , £££f i f fff 



^ 



s 



#P 
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3. Ch. Gounod. „Faust" N? 5. 
Allegretto. # 



Corni in F. 



Cornetto I 
in BJ2. 



Trombone I. 
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Flauto piccolo. 



Clarinetti 
in C. 



Fagotti. 



Corni in C. 



Triangolo * 

Tamburo mil. 

Tambouriiiv 



Flauti. 



Oboi. 



Clarinetti 
in C. 



Fagotti. 



Corni in C. 



Timpani 
in C. G. 

Tamburo mil. 

Triangolo % 
Tambourin. 




S.Weber. ? ,Preciosa" ? Gipsy march from overture. . 
Moderate ben marcato. 
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Flauto piccolo. 
Oboi. 



Clarinetti 
in Bt?. 



Fagotti. 



Contrafagotto. 



Corno IE. IV. 
in Bt?. . 

Tromba II 
in Bf basso. 



Triangolo. 



Tamburo grand 
Sf Piatti. 



6. Beethoven. 9. Symphony. 
Alia marcia. 
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The following bars precede the above alia marcia. The effect of the 3 bassoons alone is doubtful^ but the 
big drum increases the power of the Bfc 



Fagotto I. II. * 
Contrafagotto 



Tamburo 
grand. 
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7. Meyerbeer. » Les Huguenots". (Gipsy Dance.) 

L Moderate (J = 116.) (By permission of Breitkopf & Hartel, Leipzig.) 
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Flauto piccolo. 



Fagotti. 



Oorno I in A. 



Corno. II in E.< 



Corno m. IV. 
in D. 



Tromba I 
in A basso 
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Flauto piccolo. 



Oboi. 



Clarinetti in C. 



Fagotti. 



Oorni in C 
basso. 



Tromba I 
in C basso. 



Triangolo. 



8. Beethoven. „ Wellingtons Sieg" or „Die Schlacht bei Vittoria" Op. 94. 
Marcia: Marlborough. (French March.) 
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Sf Piatti. 
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9. Beethoven. „Wellingtons Sieg" or „Die Schlacht bei Vittoria" Op. 94. 

Marcia: Rule Britania. (English March.) 



Flauto piccolo. 



Clarinetti in B |?. 



Fagotti. 



Corni in E fy. 



Tromba I in E |>. 



Triangolo. 



Tamburo grand 
Sf Piatti. 
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Flauto I. 



Flauto piccolo.^ 



Clarinetti in A. 



Fagotti. 



Corno I.E. 
in A alto. 



Corno IH. IV. 
in E. 



Timpani in A.E. 
Triangolo. 



10. George Bizet. „Carmen", Act IV, No. 26. March and Chor. 
Allegro. 

S*** +** — rrrrrfr , rrrr ^ 




p ^% 






a 2. 






| iV^ 



v 



"> I h g * 






r rrrrrr 



J)^ IT ? 



#^ 



^ 



B 



^S 



g^ 5 



i hpf 



M 



^ 



^^ 



S 



sfe 



fe 



#4 *K 



^ 



m 



^ 7 ifl |?|j EJ^ 



mf dim. 



fcfe 



v j) , J) U^ 4: 



Id 



^* 



mf> dim. 

1*1 J> 



N i> 



^=F 



yy *i p 



^ v J ) 



•f # D ^ <p= 



y^ </*/». 



F^f 



P=P 



11. Ambroise Thomas. Overture „Mignon". 
Moderato tempo di Polacca. 



Flauto I. 




Clarinetti hi A. 



Corno I.E. 
in E. 



Corno HI. IV 
in B basso. 



Cornet a pistons 
in A. 
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12. Weber. "Preciosa", chor No. 5, Act II. 

Moderate. 



Ill 



Plauti. 



Clarinetti in A. 



Fagotti. 



Corno I. H. 
in E. 



Corno m. IV. 
in E. V 

Triangolo $ 

Tambour in. 

Tamburo militare 



Violini. 

Viola. 

Soprano $ Alto. 



Tenore $ Basso. 



Violoncello Sf 
Contrabasso. 
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Plauti. 



Oboi. 



Clarinetti 
in Bt?. 



Fagotti. 



Corni in P. 

Triangolo Sf 

Tambour in. 

Tamburo militare 



Violini. 



Viola. 



Soprano Sf Alto. 



Tenore $ Basso. 



Violoncello s? 
Contrabasso. 



13. Weber. „Preciosa" Chor N9 8. Scene VUI. 

Allegro. 
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A few bars of the foregoing chorus. 
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14. R.Wagner. „Lohengrin", Act HI, Scene I. 
Massig bewegt. 
(On the stage.) 
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